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PREFACE 


In introducing Tarfdava Laksanam to the ‘ lovers of all that is 
beautiful,’ we wish to say a word about the origin and development of 
the idea that has led to the publication of the book. During a casual 
visit to the Great Temple of Siva Nataraja at Cidambaram we were 
impressed with the wealth of unexplored archaeological material in the 
renowned fane. The sculptured dance poses attracted our attention. 
When we realised that these poses were intended by the builders of 
the massive Gopurams (gate-ways) to be systematic illustrations of the 
Karanas described in the Ndtya Sdstra of Bharata, we desired to give 
publicity to them. 

An attempt to focus the attention of all lovers of art on the dance 
sculptures in the Temple appears to have been made by the authors of 
the Madras Epigraphical Report for 1914. But the Report does not go 
far enough. It contains only wood-cut illustrations of 93 out of the total 
of 108 poses carved in the gate-ways. We, therefore, decided to photo¬ 
graph the Karanas and publish the photographs with an English trans¬ 
lation of the inscriptions carved above them. While the English trans¬ 
lation was in progress, we realised that the definitions of the poses 
would be unintelligible without a glossary explaining the highly techni¬ 
cal terms used in profusion by Bharata Muni. Hence the preparation 
of an exhaustive glossary was undertaken. These attempts have led to 
the publication of Tdndava Laksanam. 

It should be noted that the book sets forth only the English equi¬ 
valents of the definitions of the fundamental poses contained in the 
Fourth Chapter of Bharata Muni’s great work. No attempt has been 
made to deal with the various aspects of dramaturgy discussed ’n that 
inexhaustible mine of information on dancing. 

We deem it a privilege to acknowledge our obligations to those who 
have helped us in various ways. We are indebted to the Director of 
the Oriental Institute, Baroda, for his permission to reproduce the 
Samskrt verses in the Fourth Chapter of the Mdtya ^dstva (Gaekwad’s 
Oriental Series), to translate these verses into English and to compile 
the Glossary from the Second Volume of the book ; to the Director- 
General of Archaeological Survey of India for his kindness in lending 
us the wood-cut blocks and permitting us to reproduce the matter con¬ 
tained in Appendix B from the Madras Epigraphical Report for 1914 ; 
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and to the Superintendent of the Government Museum, Madras, for his 
permission to reproduce the two figures (13 and 14) of Sri Nataraja. 

The publication of Tdndava haksanam would not have been possible 
without the valuable co-operation of Mr. V. R. Chitra, of the Madras 
School of Arts and Crafts, and Messrs. N. S. Krishnamurthi, M.A., 
M. V. Subrahmanyam, N. S. Subba Rao, M.A., R. V. Seshaiya, M.A., 
T. K. Venkataraman, and A. Mendeloff, B.A. Hons. (Lond.). 

Mr. G. Srinivasachariar, B.A., of the G. S. Press was not only our 
printer but our trusted guide and friend in all matters connected with 
the book. We are indebted to him for the valuable assistance that 
we received from him. 

No one can be more fully alive to the shortcomings of Tdndava 
Laksatiam than ourselves. Helpful criticism will be thankfully received 
by us. 


Annamalainagar, (S. India), 
May, 1936. 


B.V.N. 

P.S.N. 


O.V.B. 
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CHAPTER I 


INTRODUCTION 

I 

The student of Indology is, no doubt, familiar with the tendency of 
the Hindu mind to trace every art and science back to a divine origin. 
This divine source is claimed not only for those elements of Hindu cul¬ 
ture that strive to express the spiritual aspirations of man, such 
as poetry, philosophy, and music, but also for such apparently 
pragmatical matters as Erotics. An explanation of this tendency 
is probably to be found in the mode of life of the Hindu as 
he lived at the dawn of history, occupied with his sacrificial rites 
and ceremonial offerings and viewing neither duty nor pleasure, 
save in relation to his religious background. It need, therefore, 
cause no surprise when we are told that a divine origin was claimed for 
the Natya Sastra (the Science of Dancing), and that it was fathered on 
no less a deity than Brahma,^ the first in the great trinity of the Hindu 
Pantheon. 

Tradition has it that Brahma, moved by the entreaties of Indra’’ and 
other devas for a pastime befitting the inhabitants of the celestial region, 
distilled the essence of the four Vedas, taking the Pathya'^ from the Rg 
Veda, the music from the Sama Veda, the gesticulations from the Yajur 
Veda, and the aesthetic element (Rasa) from the Adharva Veda, and 
compounded them into the graceful art of Dancing. He forthwith 
named his new creation ‘ Natya Veda’ and endowed it with all the sanc¬ 
tity and dignity attaching to the four Vedas. This fifth Veda was there¬ 
after bestowed by the Creator on Bharata and his hundred sons and 
disciples, who in due course passed it on to the mortals on earth. 

Legends apart, we have sufficient evidence to establish that the 
early vedic rites were performed amidst pleasing aesthetic surround¬ 
ings, and that dancing constituted an integral part of the ceremonial. 
Nor are direct references to Natya (dancing) lacking in the vedic texts. 
The graceful art is mentioned repeatedly in the Rg Veda, and with spe¬ 
cial frequency in the Adharva and Yajur Vedas. A.B. Keith mentions 


a. Brahma the creator, Visnu the preserver and Siva the destroyer consti¬ 
tute the great trinity. 

b. Indra is the lord of the celestials. 

c. ‘Pathya’ means ‘that which is fit to be read’. Here it stands for the text. 
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in his ‘Religion and Philosophy of the Vedas’ that dancing played a pro¬ 
minent part in the vedic rituals relating to the offering of sacrifices to the 
Gods, the consecration of kings, the performance of marriages and other 
auspicious functions, the dancers on these occasions being girls.® “We 
know from the ritual vedic texts that dance, music and song were em¬ 
ployed at sacrifices, and religious festivals. We are informed that on 
such occasions, the Natas celebrated the performance in song; that they 
occasionally composed the accompanying words and sometimes produc¬ 
ed much laughter. This points to the existence of actual mimes. The 
use in this way of popular artists naturally led to their art being syste¬ 
matically treated in hand-books.”*’ 

BHARATA MUNI 

Very meagre indeed are the extant sources that may assist us in de¬ 
termining the dates of our author’s life and of his work. Our difficulty 
is added to by the fact that the name Bharata is legendary in origin and 
that it was borne by several persons held in high esteem in ancient 
India.** But the author of our work is undoubtedly the Rsi who was 
initiated by Brahma himself in the art of dancing. 

The internal evidence for determining the date of the work is as 
inconclusive as the external. The use of prose in the Natya Sastra in¬ 
dicates that the work belongs to the post-epic age. Panini in his great 
work on Samskrt grammar mentions incidentally Silali and Krsasva as 
authors of Nata Sutras, but makes no reference to Bharata, while 


a. Bharata Muni in the first chapter of his work mentions the very same 
occasions for the performance of dancing. 

b. Macdoimel: ‘India’s Past,’ p. 99. 

c. Bharata, the brother of Rama, the hero of the great epic Ramayana, 
Bharata, the son of ^akuntala (mentioned in the Puranas as the ruler of India), 
and Jada Bharata, the brahmin recluse referred to in Bhagavatam, are some of 
the great persons who bore this name. 

A very peculiar difficulty arises out of the fact that the name ‘Bharata’ had 
become a common noun even before the time of the Natya Sastra. Probably the 
author of our work came to be called Bharata on account of his mastery of the 
Natya ^astra. Vedanta Desikar, the great Vai?navaite philosopher in his Safikalpa 
Suryodaya suggests that the word Bharata might be an acrostic of the initial 
syllables of the words Bhava (Idea) Rdga (Tune) and Tola (Timing). The impli¬ 
cation seems to be that the name Bharata is merely a concept of the highest 
degree of abstraction symbolising the dance with all its accompaniments. 

Bharata as a common noun means (1) Natya Sastra, (2) Nata or actor, (3) 
son of Bharata Bsi and (4) Dancing. 
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Fig. 2. 

The Great Temple of Siva Na^araja at Cidambaram 
(A General view of the Central Shrine) 





Fig. 3. 

A view of the Great Temple with the Sivagahga Tank in the fore-ground. 



PLATE IV 



Fig. 4. 

A General View of the Great Temple with the Southern Gopuram 
in the back-ground. 
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Bharata quotes Panini in the chapter on letters.® This affords us some 
foundation for assuming that Bharata belongs to the post-Panini period. 

A. B. Keith contends that the Ndtya Sdstra contains here and there 
reminiscences of the sutra style, but it has passed over on the whole to 
a different form of composition namely that of the slokas. From these 
we may conclude that the Natya Sastra may be placed immediately 
after the age of Sutra style of composition.^* 

ABHINAVA GUPTACARYA 

When from Bharata Muni we turn to Abhinava Guptacarya, the 
great commentator of the Ndtya Sdstra, we are fortunately on more cer¬ 
tain grounds. Acarya was a Brahmin scholar of Kasmir, versed in 
philosophy, theology, grammar, rhetoric and poetics. He is believed to 
have composed no less than twenty-three original works and comment¬ 
aries in Samskrt. His commentary on the Bharata Ndtya Sdstra is by 
itself a masterly treatise on dancing, expounding the various schools of 
Natya and elaborately supplementing the text. In Acarya’s famous 
commentary, Locana, on Anandavardhana’s Dhvanydloka, there is a 
note which says that he (Abhinava Gupta) lived at the beginning of the 
11th century. The basis of the date is the verse ; 

‘Yugdmsi Tidlii Sasi Jaladliistlie ’ 

which occurs in the colophon to the work of Abhinava known as Pra- 
tyabhigna Vimarsa. According to poetic conventions we have to inter¬ 
pret this verse as follows: tidhi is 15, sasi is 1, jaladhi is 4. Reading the 
figures backwards we get the date as 4115 of the Kaliyuga which corres¬ 
ponds to 1014 A.D. 

Keith and Weber are also of opinion that Abhinava Gupta flourish¬ 
ed about the end of the tenth century A.D. 

THE NATYA SASTRA 

No great stretch of imagination is needed to realise that the Ndtya 
Sdstra of Bharata with its exquisite finish, accurate technique, superb 


a. Bharata in estimating the value of letters originating from the throat, palate 
etc., quotes from Sahina Parichcheda of Panini. Bhavabhuti mentions Bharata as 
the author of Sutras in the Fourth Act of Uttara Rama Carita. 

b. Bharata is also called the author of Sutras. His sloka style of composi¬ 
tion is designated Sutra for the purpose of conferring dignity and authority on 
his work. 
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style, and encyclopaedic range of information could not have come into 
existence save as the culmination of a long and well established tradi¬ 
tion in the practice of dancing. Bharata Muni himself often refers to 
other authors by introducing such expressions as, ‘whereas others say’, 
‘according to a different school’ etc.^ That there was an attempt made 
before the age of Bharata to systematise the art of dancing goes without 
saying, but the crowning laurels for evolving a logical technique of 
dramaturgy out of the mass of material that was available go to Bharata 
and Bharata alone. 

The Natya Sdstra is a monumental work dealing with drama, 
music, aesthetics, rhetoric, grammar and allied subjects as well as 
dancing. This masterpiece of dramaturgy is divided into 36 Adhyayas 
or chapters.*^ The first chapter, appropriately enough, narrates the 
legend connected with the birth of dancing. Indra approached Brahma 
and besought the great Creator for a Veda which might be made acces¬ 
sible to those who were prohibited from studying the four Vedas. 
Thereupon Brahma created the Natya Veda and entrusted Bharata with 
the task of popularising it among mortals. The great Muni trained his 
hundred sons and disciples, each in the part for which he was best fitted, 
but he discovered that certain aspects of the dance could be expounded 
only by women.® Faced with this difficulty, he had perforce to approach 
Brahma who immediately created the Apsarasas (Celestial nymphs). 
Equipped now with the full complement of dancers and with a celestial 
orchestra, Bharata waited on Brahma. Caturmukha (Brahma) direct¬ 
ed the Muni to make his debut at the Indra Dhvaja (Flag-staff) festi¬ 
val. In obedience to Brahma’s orders Bharata proceeded to the place 
of worship and commenced the performance, but there, to his dismay, 
was, with his dancers, frozen into stillness by the magic incantation of 


a. As we Iiave already pointed out, §ilali and Krsasva are mentioned by Panini 
as authors of Nata Sutras that were in popular usage before the age of the Natya 
Sastra. Abhinava Gupta mentions frequently in his commentary that schools of 
thought other than that of Bharata were in existence. 

b. The editions of the Natya Sdstra in the Niniayasagara and the Gaekwad 
series contain 37 chapters; Abhinava Gupta however states that the work con¬ 
sists of only 36 chapters. The 37th chapter is therefore either an interpolation or 
a part of the 36th chapter separated and numbered as 37. 

c. The four modes of dramatic style are Kaisikhi, Bharati, Sattvati and 
Arabhati. The first, Kaisikhi, is the most polished performance without any bustle 
or tumult. The dancer of Kaisikhi should be neatly and modestly dressed ; women 
alone are fit to expound this type of dance. Bharati is characterised by rhetori¬ 
cal flourish; Sattvati expresses emotions; and Arabhati is used to indicate tumul¬ 
tuous situations. 




Hall with a Thousand Pillars. 
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the Titans who were present at the festival. Indra immediately came 
to the rescue of Bharata, and seizing the very Banner (Jarjara) which 
was the object of worship hurled it at the demons and routed them com¬ 
pletely. The Gods, greatly delighted at the discomfiture of the Titans, 
ruled that thereafter all the preliminary rites performed on the stage 
should be called Jarjara.® 

Brahma then commanded Visvakarma (the divine architect) to 
erect a suitable theatre for the mighty Bharata and his gallant dancers. 
The theatre*’ was duly built and consecrated. With this incident we 
come to the end of the first chapter. 

Before we pass on, we might with profit note the following incident 
which reveals the interpretation of the dance from the Hindu point of 
view: 

“When, however, the Danavas (Titans) found that the drama 
depicted their own defeat, they remonstrated with Brahma, and this 
afforded occasion for an explanation of the true character and signifi¬ 
cance of dramatic art, not to flatter any party, but to represent the true 
and essential nature of the world. Brahma explains to the Danavas; 

‘ This play is not merely for your pleasure or the pleasure of the 
Devas (Celestials) but exhibits mood (Bhava) for all the three worlds. 
I made this play as following the movement of the world, whether in 
work or play, profit, peace, laughter, battle, lust or slaughter ; yielding 
the fruit of righteousness to those who follow the moral law, pleasure to 
those who follow lust, a restraint for the unruly, a discipline for the 
followers of a rule, creating vigour in the impotent, zeal in warriors, wis¬ 
dom in the ignorant, learning in scholars, affording sport to kings, endur¬ 
ance to the sorrow-stricken, profit to those who seek advantage, cour¬ 
age to the broken willed: replete with the diverse moods, informed 
with the varying passions of the soul, linked to the deeds of all mankind, 
the best, the middling and the low, affording, excellent counsel, pastime, 
weal and all else.”® 

Thus ends the introductory chapter of the Ndtya Sdstra. 

It appears that even in Bharata’s time this great art degenerated to 
the level of vulgar rustic performances of the type of Silpaka and Dorn- 


a. These preliminary rites (known as Purva Rahga) were initiated by God 
&va after the obstructionist tactics of the Titans. These are performed for the 
success of the play and to ward off evil influences. Vide App. F. 

b. Vide App. D. 

c. A. K. Coomaraswamy : ‘ Mirror of Gesture ’, p. 2. 
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baka,® losing all the dance’s original sanctity and dignity. The progeny 
of Bharata who were responsible for the degradation of such a noble 
form of expression were cursed by the Rsis of the day. In great indig¬ 
nation they pronounced the following anathema; ‘Let the abused know¬ 
ledge (Dancing) perish. Ye (progeny of Bharata) shall be devoid of 
Brahminism. Your progeny shall be unclean and they shall become 
. Nartakas (Dancers) biding the pleasure of others and eking out their 
livelihood by their women and children.’ Bharata implored the Rsis to 
withdraw the curse, but they were unmoved. However, on Bhara- 
ta’s passionate pleading, they lifted the cui'se laid on the art but con¬ 
firmed that relating to the degeneracy of the Nartakas.’’ 

II 

THE TEMPLE OF SIVA NA’TARAJA AT CIDAMBARAM. 

Despite the wealth of epigraphs, inscriptions, traditions, and refer¬ 
ences in classical literature bearing on the temple of Sri Nataraja at 
Cidambaram,'= it is exceedingly difficult to determine the date of origin 
of the famous shrine. Tradition has it that the fane was built by God 
himself.' The lives of the two great devotees Vyaghrapada and Patan- 
jali figure so prominently in the traditions of the temple that we may 
give here a brief account of them. The Koyilpuranam of Umapathi 
Sivacarya^ describes in beautiful language the stories woven round the 
revered names of Vyaghrapada and Patanjali. 

Vyaghrapada, the son of a brahmin hermit of Benares, acquired, 
even while very young, remarkable proficiency in the Vedas. Learning 
from his father that of all the manifestations of Siva on the earth, that 
at Cidambaram is the most sacred, he conceived a desire to visit Tillai 


a. Silpaka and Dombaka are types of very vulgar dramatic representation 
including the black art and other despised practices in their themes. 

b. The incident of the curse is the sole theme of the 37th chapter of the Natya 
Sastra. It is regrettable that the dance should have fallen into disrepute even in 
Bharata s days. Probably the personal conduct of the dancers was responsible 
for the contempt with which they were held by respectable society. 

c. Nataraja means Lord of Dance. The idol at Cidambaram represents Siva 
in his dancing aspect. 

d. Sivacarya was a great Saiva schoolman who lived in the 13th century 
. ID . 

‘Koyilpuranam’ literally means ‘Purana or History of the Koyil or temple’. 
Koyil is a general name in Tamil signifying a temple. “The Koyil” always refers 
to the Cidambaram temple because of its supreme sanctity. 
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(Cidambaram). After a long and arduous journey, he reached the forest 
of Tillai and settled on the banks of the Sivagahga tank. In his zeal for 
the worship of Siva he would penetrate into inaccessible places to gather 
flowers in the early hours of the morning. Very soon he realised that 
unless he climbed up tall and slippery trees he could not secure those 
flowers that were the favourites of the great Deity. Moreover his sight 
was failing. So he prayed to God to endow him with the feet and thd 
keen eyes of a tiger so that he could climb up the trees and gather the 
flowers for worship. His prayer was granted and from that day the 
great ascetic came to be known as Vyaghrapada (tiger-footed) and the 
place of his worship as Fhiliyur (tiger-town). 

The Patanjali myth appears to be much more ancient than that of 
Vyaghrapada since it deals with the very origin of the Siva Lihga in the 
innermost shrine of the temple. The story begins with the visit of 
Visnu to Kailas to worship Siva. The great Deity told Visnu that a 
group of heretic Rsis were living in the forest of Taragam and that he 
intended to go there to convert them. Visnu consented to accompany 
Siva on his proselytising mission. Together they entered the forest, 
Siva disguised as a mendicant, and Visnu as his wife. The ^is sus¬ 
pecting some danger to themselves immediately raised an Abhicara 
Homa (Sacrificial Fire) to destroy the intruders. A fierce tiger emerg¬ 
ed from the fire and rushed upon Siva, who seized it, and tearing off its 
skin, wore it as a mantle. The ^is continued their sacrifice, and there 
came out a huge serpent which Siva seized and coiled round his neck as 
an ornament. Thereafter the mighty God began his mystic dance. Un¬ 
dismayed by the futility of their attempts, the ^is continued their in¬ 
cantations, which brought into existence the black dwarf Muyalagan. 
Siva crushed this vile creature under his sacred foot and keeping him 
writhing on the ground, continued his dance which was witnessed by all 
the gods. The heretics acknowledged Siva as their Lord and thence¬ 
forward became his fervent devotees. 

After the successful completion of their mission, Siva and Vi§nu 
returned to Kailas. Adisesa, the thousand-headed serpent who serves 
as the couch of Visnu, was so enchanted by Visnu’s recital of the great 
dance of Siva at Tillai, that he prayed to Siva to grant him the beatific 
vision of the dance. Mahesvara (Siva) directed Adisesa to go to 
Cidambaram and to await his second visit to the sacred shrine. Ac¬ 
cordingly Adisesa, transforming himself into half-man and half-snake 
went to Tillai forest, and in the company of Vyaghrapada awaited the 
descent of Siva. 

The second visit of Siva is associated with an interesting local 
legend. According to the story cxirrent in Cidambaram there were at 
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first two shrines, one dedicated to 6iva and the other to the goddess 
Kali mside the precincts of the temple. When Siva came down to grant 
his boon to his devotee, Kali would not permit him to enter the Nrtta 
Sabha.® Thereupon Siva entered into a dancing contest with Kali and 
it was agreed that whichsoever was vanquished should relinquish all 
claims over the shrine and leave the town. Then began the great 
dance in the presence of the devotees at the spot where the Nrtta 
Sabha now stands. After a fairly equal contest for a long time, Nata- 
raja resorted to the pose in which he shot up his right leg straight above 
his head. Kali would not, though she could have imitated this pose 
(being after all a modest deity of the gentle sex). Consequently she 
had to acknowledge her defeat. Thenceforward she left the shrine and 
took up her abode on the outskirts of the town.*’ 

When we leave behind m 3 d;h and tradition and enter the realm of 
fact, we realise that there is insufficient material for building up a 
reliable history of the temple. Our difficulty is enhanced by the fact 
that the temple does not belong to one age, but grew up through a 
period spread over 1300 years (from 6th to 19th century A.D.). The 
first historical incident of any importance connected with the temple is 
the visit of Simhavarman who made a long pilgrimage to Cidambaram 
in order to get himself cured of leprosy. We are told that he bathed in 
the Sivaganga tank and that his body thus free of the fell disease ac¬ 
quired a golden hue. He was thereafter known as Hiranya Varman. 
Out of gratitude to the God for the benefit he received he built several 
Man(apams and Prakaras round the central shrine of Sri Nataraja. 

Ferguson, speaking of the temple in his “History of Indian and East¬ 
ern Architecture,” says: ‘The oldest thing now existing here is a little 
shrine in the innermost enclosure. A porch of fifty six-pillars about 
eight feet high and most delicately carved, ornamented with dancing 
figures more graceful and more elegantly executed than any others of 
their class, so far as I know in South India. It is the Nrtta or Nrtya Sabha 
the hall of dance.’ ‘In front of the central shrine is one of very unusual 
architecture, with a tall copper roof, which I have no doubt, represents 
or is the Golden or Kanaka Sabha, and in front of this is a Gopuram 
and pillared porch making up what seems to have been the original 


a. Nrtta Sabha is the Hall of Dance. This is one of the five halls in the 
shrine of Nataraja. The Kanaka Sabha (the Golden Hall), Raja Sabha (the 
Royal Hall), Deva Sabha (the Divine Hall) and Cit Sabha (the Hall of Realisa¬ 
tion) are the other four. 

b. At the present day the temple of Kali is situated just outside the town. 
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The Eastern Gopuram. 
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temple.’® The shrine of Nataraja is built of wood which is a clear proof 
of its antiquity. The Cit Sabha and Kanaka Sabha are enclosed by 
a wall separating them from the sanctum sanctorum and bearing ins¬ 
criptions relating to Vikrama Cola. It is round this central shrine, 
which according to Ferguson may be dated back to the 10th century that 
the temple gradually grew up. The shrine of Parvati, the Hall of the 
thousand pillars, and the temple of Subrahmanya belong to a later age. 

The great gopurams of the temple appear to have been built by 
different kings at different periods. That the northern gopuram was 
built by Krsna Deva Raya of Vijayanagar is evident from his- ovm ins¬ 
criptions*^ in the temple. Another epigraph of the Vijayanagar Kings 
says that, while the other gopuras were built by crowned Kings, the 
northern gopuram was built by God himself. The Eastern gopuram 
seems to have been built by the Pallava Chief Kopperunjinga Deva, and 
renovated by Subbammal, the sister of the great South Indian educa¬ 
tional benefactor Pacciappa Mudaliar. (1754-1794). 

That the Southern gopuram must have been the work of a Pandya 
king may be inferred from the Pandyan crest, the fish, on the cross stone, 
connecting the right and the left niches of the Tower.® 

‘Although the temple has been aggregated at different ages, and has 
grown by accident rather than design, yet the whole structure is well 
balanced and symmetrically arranged round the Sivaganga Tank.’ 

THE SCULPTURED KARANAS IN THE TEMPLE. 

The one hundred and eight Karanas described by Bharata Muni 
are sculptured on the walls flanking the passages in the great Gopurams 
of the temple. These sculptures are located in-niches cut out of blocks 
of granite and arranged one over the other so as to form pillars project¬ 
ing from the walls of the gopurams. In each Tower there are fourteen 
of these pillars, seven on either side of the entrance. In the Eastern 
gopuram (the gopuram with which we are specially concerned) these 
pillars are grouped as follows: three on the North-west, four on the 
North-east, four on the South-east and three on the South-west. 
The first group on the North-west (Fig. 10) has certain special 
characteristics. While all the other pillars are divided uiu- 
formly into eight compartments each and contain nothing but dance 
poses, the pillars in the North-west group are irregular in 


a. Ferguson: ‘History of Indian and Eastern Architecture’, p. 373. 

b. Madras Epigraphical Report. 1914. 

c. Anaamalai University Journal, Vols. I and II. ! iv ■ . ■ s 
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division and present certain sculptures that are not relevant 
to our pxirpose.® The second pillar in this group contains nine niches ; 
three of these, numbers 17, 18 and 20 (Fig. 10) are crowded into the 
space which should normally contain only two karanas. The third pillar 
in this group has only seven niches, and the last niche but one, No. 27, 
contains an image which is of no interest to us. The sculptures in 
Nos. 23 and 24 have been obliterated but enough remains to show that 
they are not dance poses. 

When the superfluous figures in niches 21, 23 and 24 as well as 
those in 112 are eliminated, it is found that the number of dance poses 
carved in the pillars is 108, and this is exactly the number of Karanas 
described by Bharata Mimi. 

The dancing figure inside each niche is 1' 2y2" high while the drum¬ 
mer and the Nata are only 9" high. The diminutive sizes of these latter 
figures produce the effect of giving the necessary prominence to the 
danseuse and of keeping the musicians, the timers, the conductor and 
others in the background.*^ 

In the frame work, immediately above each Karana, the appro¬ 
priate descriptive verse taken from the Napya Sastra of Bharata Muni 
is inscribed. Ninety three of these inscriptions are easily identifiable. 
But the remaining fifteen, viz., those relating to Karanas in niches 18, 
20, 78, 79, 85, 86, 87, 90, 93, 104, 105, 108, 109, 110 and 111 have been 
either completely obliterated or rendered hopelessly illegible. The 
inscriptions relating to 18 and 20 are found in the main wall to the right 
of the niches. As for the other thirteen, we have been able to identify 
them from the inscriptions over corresponding Karanas in the Western 
gopuram. 

Not only have the inscriptions been defaced in several cases but 
also the very sculptures themselves have been considerably damaged. 
For purposes of illustration we had, as in the case of the inscriptions, to 
go to the Western gopuram for aid.® 

Compartment 112 contains the images of the sculptors with their 
measuring rod (Fig. 12). Local tradition asserts that the carved repre- 


a. Vide also Madras Kpigraphical Report. 1914. 

b. The danseuse should occupy the centre of the stage, the Nata should stand 
behind her, the timers and drummers on either side of the Nata with the musi¬ 
cians between them, and the drone should stand behind the musicians. (Abhinaya 
Darpa^ of Nandikesvara, Vs. 24 and 25.) 

c. The 108 Karanas are sculptured in all the four gopurams, but the inscrip¬ 
tions are found only in the Eastern and Western towers. 




A schematic representation of pillars in the Eastern Gopuram containing the 
Sculptured Dance Pcses. 
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sentation of the rod which is nearly 8%" in length and is divided into 
six parts is an exact replica of that used by the builders, and that it 
is the imit, in terms of which all the calculations for planning and con¬ 
structing the colossal structure were made. 

An examination of the numbering in Fig. 11 reveals that on the 
Northern wall, both on the Eastern and Western sides, the dance poses 
are arranged in the order enumerated by Bharata Muni. Curiously 
enough, the sculptors seem to have arranged the Karanas from the bottom 
upwards. On the Southern wall, there is utter lack of order. As we have 
already pointed out, this gopuram is believed to have been built by 
Kopperunjifiga Deva (1250) and it was renovated by the sister of Pacci- 
appa Mudaliar.® The renovators, it is suggested, through ignorance and 
carelessness, so displaced the Karanas that it is now impossible to trace 
any sequence through them on the Southern side.** 

SIVA NATARAJA’S DANCE 

It is but in the fitness of things that Kopperunjihga Deva, should 
have chosen for the sculptural illustration of the Natya Sastra the 
walls of this famous temple, where Sri Nataraja dances his cosmic dance, 
the right foot trampling down Muyalaga and the left raised in the 
Kuncita Pada. with one right hand sounding the cosmic drum, the 
other in Abhaya Hasta, with one left hand holding the flame, and 
the other in Danda hasta. With a beatific face, beaming with smiling 
glances and radiating love and grace, he overlooks all the creatures of 
the Universe. 

“This dance which is known as the Nadanta Dance was originally 
performed at Cidambaram, the centre of the Universe,'^ when Siva 
overcame the heretic Rsis of the Tillai forest. This dance forms the 
motif of all the South Indian bronze images of Nataraja. The images 
represent Siva dancing, having four hands, with braided and jewelled 
hair, of which the lower locks are whirling in the dance. In his hair 
may be seen a writhing cobra, a skull, and the mermaid figure of Ganga. 


a. Vide Madras Epigraphica! Report. 1914. 

b. This explanation is not convincing. K the sculptors responsible for re¬ 
novating the tower could understand and follow the proper order on the Northern 
wall, why should they have been so perverse as to pile up the figures on the 
Southern wall in utter confusion. We venture to suggest that the artisans who 
worked on the Northern wall were not the same as those who built the Southern 
wall and that the latter were ignorant of the Natya Sastra. 

c. Cidambaram is 154 miles to the south of Madras on the pilgrim line. 
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Upon it rests the crescent moon and it is covered with a wreath of 
Cassia leaves. In his right ear he wears a man’s ear-ring, a woman’s 
in the left; he is adorned with necklaces and armlets, a jewelled belt, 
anklets, bracelets, finger and toe rings. The chief part of his dress con¬ 
sists of tightly fitting breeches, and he wears also a fluttering scarf and 
a sacred thread.” 

‘ It may not be out of place to call attention to the grandeur of this 
conception itself as a synthesis of science, religion and art. How amaz¬ 
ing the range of thought and sympathy of these risi artists who fir^t con¬ 
ceived such a type as this, affording an image of reality, a key to the 
complex tissue of life, a theory of nature, not merely satisfactory to a 
single clique or race, nor acceptable to the thinkers of one century only, 
but universal in its appeal to the philosopher, the lover, and the artist 
of all ages and all centuries. How supremely great in power and grace 
this dancing image must appear to all those who have striven in plastic 

forms to give expression to their intuition of life.No artist of 

to-day, however great, could more exactly and more wisely create an 
image of that energy which science must postulate behind all phenomena 
. . . It is not strange that the figure of Nataraja has commanded the 
adoration of so many generations past; familiar with all scepticism, ex¬ 
pert in tracing all beliefs to primitive superstitions, explorers of the in¬ 
finitely great and infinitely small, we are worshippers of Nataraja 
still.’« 

III 

THE ARGUMENT OF TANDAVA LAKSANAM 

Brahma and Bharata supplicate Siva jor a knowledge of dancing. 
Thereupon the Lord of the worlds bids Taridu initiate His devotees in¬ 
to the secrets of the difficult art. The thirty-two Ahgahdras, one hun¬ 
dred and eight Karanas and four Recakas are enumerated and des¬ 
cribed in detail by Tandu. Certain rules relating to dancing and to 
its musical accompaniments are then discussed. The chapter con¬ 
cludes with a blessing on those who devote themselves to dancing in 
a spirit of selflessness. 


IV 

SOME REFLECTIONS ON ABHINAYA 

The definitions of the dance poses in terms of the highly evolved 
and perfected technical expressions might, at first glance, baffle the 


a. A. K. Coomaraswamy; ‘Dance of Siva,’ pp. 56-66. 
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understanding of the lay reader. It is true that Bharata has followed 
an apparently unnatural order in discussing the great topic of Abhinaya. 
The Karanas are defined in the fourth chapter, while the technical 
terms used so profusely in the definitions are explained only in the 
eighth, ninth, tenth and eleventh chapters. The most surprising fact 
is that these explanations are couched in such simple language that, if 
the learned author had only rearranged the chapters so that the fourth 
chapter came after the eleventh, then, even the uninitiated would have 
no difficulty in following the exposition. Granting that the Ndtya 
Sdstra with all its thirty-six chapters is to be read in its entirety and 
with the help of Abhinaya’s commentary, even then, it would only be 
logical, to say the least, to introduce the definitions after elucidating 
the terms in which they are couched. Save for this discrepancy in the 
arxangement of the chapters, the treatment of dancing by Bharata is 
exhaustive and scientific. 

Bharata discusses Abhinaya^ under four main heads, namely 
Afigika, Vacika, Aharya and Sattvika. The first deals with the poses 
of the body, and the second with vocal expressions ; costumes, orna¬ 
mentation and other adventitious appendages to dancing are dealt with 
under the third division, and mental states and their expression in the' 
fourth*’ Ahgika Abhinaya is divided into 6arira (that which re¬ 
lates to the body and its limbs) . Mukhaja (that which re¬ 
lates to facial expression) and Cesta (that which relates to move¬ 
ment) . 6arira Ahgika consists of the poses of the head, chest, hands, 
side, waist and legs. These six organs are known as Ahgas (or major 
limbs) in the technical language of Abhinaya. These Ahgas have cer¬ 
tain Upahgas or Pratyahgas.'^ The movements of the Ahgas and 
Upahgas are described with meticulous care by Bharata in the Natya 
Sastra. 

Bharata, in the eighth chapter of the Natya Sastra, describes 
thirteen poses of the head, thirty-six kinds of glances, nine different 


a. (Abhinaya literally means, “that which leads to or points to (an idea).” 
‘ The root ni with the prefix ahhi implies “ exposition ”, and the word Abhinaya 

is used in this sense. According to another book Abhinaya is so called because 
it evokes Rasa in the audience.’ A. K. Coomaraswamy Mirror of Gesture, p. 17. 

b. Angika is dealt with in chapters 8-13, Vacika chapters 13-18, Aharya in 
chapter 19 and Sattvika in chapter 7 of the Natya Sastra. 

c. Bharata does not make any distinction between Upahga and Pratyanga. 
Nandifcesvara in his Darpana distinguishes between Upanga and Pratyanga. The 
shoulder-heads, arms, back, belly, thighs, and calves are PratyShgas the eye-balls, 
eye-lids, pupils, eye-brows, temples, nose, cheeks and lower lip are Upahgas. As 
the Upahgas are merely component parts of the AhgM, they might with justification 
be classed as Pratywgas. 
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movements of the eye-ball, nine types of action of the eye-lids and 
seven of the eye brows, seven kinds of nose movements, six poses of 
the cheek region, six movements each of the lower lip, chin and mouth 
and four tj^ies of Mukhaja (colouration of the face). 

Griva (the neck) is not looked upon by Bharata as an Ahga, but 
only as a Pratyahga of the head. So he concludes the eighth chapter 
with a discussion of the nine poses of the neck. The ninth chapter des¬ 
cribes twenty-four single-handed poses, thirteen double-handed poses, 
and twenty-seven Nrtta Hastas^ and the various poses of the chest, the 
belly, the sides, the waist, the thighs, the knees, the calves and the feet. 
The poses of the feet, both on the ground and above the ground, and 
the several combinations of these, the various kinds of gaits, and the 
distance at which the feet should be placed in a given body-pose are 
all discussed in the tenth and eleventh chapters and this concludes the 
exposition of the great topic of Afigikabhinaya.*’ 

The minute analysis of the movements of the body and its limbs, 
and the rigid rules which govern every little pose in Hindu dancing 
will doubtless strike the student of Indian art as extraordinary. But it 
should be remembered that ‘Indian acting or dancing—the same word 
Natya covers both ideas—is a deliberate art. Nothing is left to chance; 
the actor no more yields to the impulse of the moment in gesture 
than in the spoken words . . . Precisely as the text of the play remains 
the same whoever the actor may be .... so there is no reason why 
an accepted gesture language should be varied with a view to set ofE 
the actor’s personality. It is the action not the actor which is essen¬ 
tial to dramatic art. Under these conditions, of course, there is no 
room for any amateur upon the stage. In fact the amateur does not 
exist in Oriental Art.’'^ 

Not only are the rules governing every pose and every little move¬ 
ment in Hindu dancing rigid and exacting, but very exacting also are 
the demands made of the person of the danseuse. “The danseuse (nar- 


a. Single-handed (Asamyuta) and double-handed (Samyuta) poses are meant 
for use in Natya, whereas Nrtta Hastas are to be used in Nrtta. Brahma created 
only the Natya Veda and not the Nrtta, which is only an embellishment adding 
grace and polish to Natya. The question is asked pointedly in IV. 268-9 ‘Natya 
was created for the proper perception of the meaning of Kavya (poetical work); 
what then is the purpose of Nrtta, which does not aim at the elucidation of the 
meaning of the text and which does not need music as an accompaniment ? ’ The 
answer is given in IV, 270-3 " Nrtta enhances the beauty of singing. It is attractive 
in itself. It is exhibited on auspicious occasions. It is practised as a source of 
merriment.” 

b. Vide Appendix E for a detailed enumeration of the poses. 

c. A. K. Coomaraswamy; “Mirror of gesture”, p. 3. . 




Fig. 13. 

Sri Nataraja. 

(From a bronze image in the Madras Museum.) 

(Reproduced with the kind permission of the Supdt., Govt. Museum, Madras.) 
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Fig. 14. 

6ri Nataraja. 

(From a bronze image in the Madras Museum.) 

(Reproduced with the kind permission of the Supdt., Govt. Museum, Madras.) 
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taki) should be very lovely, young, with full round breasts, self-con¬ 
fident, charming agreeable, dexterous in handling the critical pass¬ 
ages, skilled in steps and rhythms, quite at home on the stage, expert 
in gesture, with wide-open eyes, able to follow song and instruments 
and rhythm, adorned with costly jewels, with a charming face, neither 
very stout nor very thin, nor very tall nor very short.’’^ The audience 
before whom the nartaki is to exhibit her art is a select and exclusive 
body of highly accomplished men learned in the science of dancing. 
The uncultured man ignorant of the laws of Abhinaya has no place 
there. Such a person is simply non-existent in the world of Natya. 
That the possibility of a lay audience is not contemplated at all by the 
exponents of dancing points to the high level of general culture in 
ancient India and possibly also to the fact that a knowledge of the 
principles of dancing had filtered down to the masses. It is not sur¬ 
prising then that under the patronage of a highly cultured, discri¬ 
minating and sympathetic audience, Natya reached such a high level of 
perfection that the danseuse could, through the gesture language, 
make as eloquent and wide-spread an appeal as the orator through 
the spoken language. 

It has already been pointed out that when once the actions of the 
Ahgas and Pratyahgas are grasped, the apparently obscure definitions 
of the Karanas and the Ahgaharas may be easily understood, for a 
Karana is produced by the “ combination of several Anga and Prat- 
yanga poses, and an Afigahara by a combination of several Karanas. 
A combination of the prescribed position (Sthanaka), the gait (C5ri) 
and the hand pose (Nrtta Hasta)” says Bharata, “constitutes a 
Karana. (IV. 59). A Karana in dance is the co-ordination of the 
movements of the hand and the foot.” (IV 30). “ The Caris and Nrtta 
Hastas referred to here constitute a prime unit and the Karanas arise 
out of these (IV-173). “ A single unit of action consists of two 

Karanas. The Angaharas arise out of a combination of either two, three 
or four of these units. ” (IV-31) . In a Karana the body as a whole 
is in one fixed position (or Sthanaka), while in an Angahara there is 
frequent change of Sthanaka.t> 

It is worth while reminding ourselves that the Karanas and Anga¬ 
haras are only the fundamental poses, and are, in a way abstract. 


a. A. K. Coomaraswamy : “ Mirror of gestare ”, p. 16. 

b Am^a the great Samskrt lexicographer, gives an accurate definition of 
Angahara: Angahara consists in the varied dispositions of the body." In his com¬ 
mentary on IV-19, Abhinaya Gupta says, “placing the limbs in different suitable 
positions IS Angahara.” He also gives a derivation of the word, “As these orac- 
Uces relate to Kara (giva), they are called Haras.” ^ 
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When any particular theme such as the “ Boyhood of Krsna ” 
is being enacted, the poses appropriate to the concrete situation have 
to be danced in the proper sequence by a danseuse skilled in the 
performance of Karanas and Ahgaharas. The nartaki might sit and 
make her Abhinaya, (in which case the dance is called Lasya) or she 
might stand and gesticulate, (in which case the performance is called 
Tandava). 

From the moment the danseuse enters on the stage until she makes 
her exit she has to regulate her movements in strict accordance with 
the rules laid down in the code of dancing. Even the musical accom¬ 
paniments are controlled by rigid rules. Everything is planned 
scientifically and nothing is left to chance or to the momentary inspira¬ 
tion of the actor. The cultural background which produced such re¬ 
finement in art must have been of a very high order indeed. 

It is a matter for keen regret that the noble art of dancing should 
through the misconduct of its exponents, have fallen on evil 
days and sunk into oblivion. But the present situation is not without 
some sign of hope. In the general artistic renaissance that is taking 
place in our country it is hoped that Abhinaya will come into its 
own and shine forth in all its pristine glory. 

V 

THE DIACRITICAL MARKS 

After a careful comparison of the various types of diacritical 
marking in usage at present, it was decided to adopt the following 
system: 


The scheme of transliteration. 
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CHAPTER n 

TANDAVA LAKSANAM® 

Having thus worshipped (the Rahga Daivatas) I addressed 
Pitamaha (Brahma) (and said), ‘ Lord, command quickly what per¬ 
formance should be enacted.’ '= Verse 1. 

Thereupon the Lord said, ‘ Perform Amrta Mandhana**. It is very 
exhilarating and delightful to the Gods. This Samavakara^ is capable 
of securing Dharma, Ardha and Kama^. O, Learned Man, let this drama 
composed by me be enacted.’ Vs. 2 & 3. 

When the Samavakara was enacted the Gods as well as the Titans 
were pleased. V. 4. 

Some time thereafter the Lotus-born (Brahma) said, ‘ We shall 
exhibit this Natya (dance) to that great Soul, Trinetra (the three-eyed 
God Siva).’ V. 5. 

Having proceeded to the abode of Vrsabhahka (Siva) ® accompanied 
by the retinue of Devas, and after worshipping Him, Pitamaha said ; 

‘ O Best of Gods! Be pleased to hear and see this Samavakara pro¬ 
duced by me.’ Vs. 6 & 7. 

The Lord of Gods replied thus to Druhina (Brahma), ‘We shall 
witness it.’ Thereupon the Lord (Brahma) said to me (Bharata) 

' O. High minded one, get ready.’ V. 8. 


a. Tdndava Laksanam is a translation of Chapter IV of Bharata Natya £a»tra 
(Gaekwad s Oriental Series). It deals with the poses that are fundamental to 
Classical Indian Dancing. 

b. The Rahga Daivatas are the presiding deities of the stage. Before the com¬ 
mencement of an auspicious performance, the worship of the tutelary deities is 
prescribed as an obligatory rite. 

c. The interlocutors are Bharata Muni and Brahma. 

d. Mandhana is the same as Madhana. Amrta Mandhana mean.s " Churning 
the Ocean of Milk for Ambrosia ’. 

e. Samavakara is one of the ten types of Samskrit Drama, the theme of which 
relates to unportant events in the lives of illustrious Devas and DanaVas. It is a 
three-act piece. 

The ten types of Drama areNataka, Ahka, Prakarana, Vyayoga, Bhana, Sama¬ 
vakara, Vidhi, Prahasana, Dima, and ihamrga. 

f. Dharma is Duty, Ardha is wealth and Kama is desire. 

g. Vrsabha ’ means ‘a bull’. Vrsabhahka is one who has the sign of the bull 

emblazoned on his banner. Vrsabha is also the mount of diva. : :;i ; 
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Thereupon, O best of Dvijas®, after performing the Purva Rahga 
rites, that (Amrta Mandhana) Samavakara was enacted on the Hima¬ 
layan slopes, girt with numerous mountain ranges, thick set with mango 
groves, and filled with pleasant valleys and cataracts. Tripura Daha'’, 
a drama of the Dima variety was also enacted thereafter. Vs. 9 & 10. 

The Bhuta Ganas'^ were greatly pleased with the acting. Mahadeva 
(iSiva) was also pleased and addressing Brahma said ‘ O, how wonder¬ 
ful.’ This dramatic representation was well conceived and performed. 
O, Great Soul, it is glorious, beneficent, and sanctified. It develops 
the mind. I shall always cherish the memory of it in my twilight 
dances. It is well adorned with varied Karanas and Angaharas. 

Vs. 11-13. 

“ Let this be performed well in the course of Purva Ranga'* rites 
with Vardhamanaka Yogas® and Asarita^ songs. You should also re¬ 
present the purpose of the action suitably in the MahagitaS.” 

Vs. 14 & 15. 

“ The Purva Rafiga performed by you with (austerity and) purity 
shall be called Citra'^.” On hearing Mahesvara (Siva), Svayambhu 
(Brahma) replied, ‘ O Chief of Suras (Gods), teach (us) the perform¬ 
ance of Angaharas.’ Thereupon, the Lord of the worlds (Siva) called 
Tandu* and said ‘ Initiate Bharata in the performance of Angaharas.’ 

Vs. 16 & 17. 


a. The best of Dvijas referred to are Atreya and other sages. Dvija means 
twice born. 

b. Tripura Daha means ‘burning of the three-cities’. The Vedic legend of 
the “ Three-cities ” is related to Krsna Yajur Veda, VI, 2, iii. 

c. The host of Siva’s retinue. 

d. Siva is the originator of the Purva Rahga Rites, hence he is known as Siva 
Bhattaraka. The word Bhattaraka means, according to the commentary, pioneer. 
The Purva Rahga rites are the ceremonies preliminary to the performance of a 
drama. 

e. Vardhamanaka seems to be a kind of dance. The term is defined in Chap. 
XXXI, Vs. 149-151 as a variety of Tala. It is so called because it is regulated by 
the increase in Kala (musical syllables) and Laya (harmony). 

f. Asarita is a variety of Tala consisting of three subdivisions, the largest, the 
middling, and the smallest. It is practised when there are a number of performers. 

g. Mahagita is a song sung with Abhinaya, (gesticulation), and proper combi¬ 
nations of Angaharas and Pindi Bandhas. 

h. Citra literally means variegated. It means also “pleasing and amusing”. 

i. The words Tandu and Muni, wherever they occur in this work, refer to 
Nandi, the chief attendant and moimt of Siva, and to Bharata, our author, 
respectively. 
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I shall now enumerate the Ahgaharas^ taught by Tandu and also 
the Karanas and Recakas. V. 18. 


Ahgaharas. 


1. 

Sthira Hasta. 

17. 

Gati Mandala. 

2. 

Paryastaka. 

18. 

Paricchinna. 

3. 

Suci Viddha. 

19. 

Parivrtta Recita. 

4. 

Apaviddha. 

20. 

Vaisakha Recita. 

5. 

Aksiptaka. 

21. 

Parivrtta. 

6. 

Udghattita. 

22. 

Alataka. 

7. 

Viskambha. 

23. 

Parsvaccheda. 

8. 

Aparajita. 

24. 

Vidyutbhranta. 

9. 

Vi§kambhapasrta. 

25. 

Udvrtta. 

10. 

Mattakrida. 

26. 

Ali^a. 

11. 

Svastika Recita’’. 

27. 

Recita. 

12. 

Parsva Svastika. 

28. 

Acchurita. 

13. 

Vrscika. 

29. 

Ak§ipta Recita. 

14. 

Bhramara. 

30. 

Sambhranta. 

15. 

Mattaskhalita. 

31. 

Apasarpa. 

16. 

Mada Vilasita. 

32. 

Ardha Nikuttaka. 


These are the thirty-two Ahgaharas. Vs. 19 to 27® 

‘ O Dvijas, I shall describe the performance of these with the 
Karanas, and also how the actors are to combine the movements of the 
hands and feet in the several Ahgaharas and Karanas; Ahgaharas have 
their origin in Karanas. I shall describe these (Karanas). A 
Karana^ in dance is the co-ordination of the movements of the hands 

Vs. 28 to 30. 

A single unit (Matrika)® of action consists of two Karanas. The 
Ahgaharas arise out of a combination of either two, three, or four of 
these units. v o-i 


a. Amara defines Angahara as ‘Ahga Viksepa’ (i.e. the movement of the 
whole body from one place to another). 

b. Svastika and Recita appear as two separate words in the text, but are treated 
in the commentary as cohstituting a compound word. The number of Ahgaharas 
would be thirty-three if the reading in the text were accepted. 

c. Verses 1&-27 contain merely a list of thirty-two Ahgaharas. The 
commentary says that the Ahgaharas are innumerable and that those mentioned 
here are the most important and interesting. These are defined in verses 175 to 250. 

d. The proper expression is Nrtta Karana. Karana is the abbreviated-form of 
Nrtta Karana. 

e. Matrika mentioned here is different from that defined in V. 173. 
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Three Karevas make a Kalapaka, and four a Bhandaka. A combU 
nation of five Karanas is called a Sanghataka. 

There are also some Angaharas produced by a combination ^of 
either six, seven, eight or nine Karanas. 

Karanas. 


1. Talapuspaputa. 

2. Vartita. 

3. Valitoruka. 

4. Apaviddha. 

5. Samanakha. 

6. Lina. 

7. Svastika Recita. 

8. Maiidala Svastika. 

9. Nikutta. 

10. Ardha Nikutta. 

11. Katicchinna. 

12. Ardha Recita. 

13. Vak§a Svastika. 

14. Unmatta. 

15. Svastika. 

16. Pr^tha Svastika. 

17. Diksvastika. 

18. Alata. 

19. Katisama 

20. Aksipta Recita. 

21. Vik§iptaksipta. 

22. Ardha Svastika. 

23. Ancita. 

24. Bhujafiga Trasita. 

25. Urdhva Janu. 

26. Nikuiicita. 

27. Mattalli. 

28. Ardha Mattalli. 

29. Recaka Nikutta. 

30. Padapaviddha. 

31. Valita. 

32. Ghumita. 

33. Lalita. 

34. Da^qla Paksa. 

35. Bhujahgatrasta Recita. 

36. Nupura. 


37. Vaisakha Recita. 

38. Bhramara. 

39. Catura. 

40. Bhujangancita. 

41. Danda Recita. 

42. Vrscika Kuttana. 

43. Kati Bhranta. 

44. Lata Vrscika. 

45. Chinna. 

46. Vrscika Recita. 

47. Vrscika. 

48. Vyamsita. 

49. Parsva Nikuttana. 

50. Lalata Tilaka. 

51. Kranta. 

52. Kuncita. 

53. Cakra Mapdala. 

54. Uromaii^ala. 

55. Aksipta. 

56. Talavilasita. 

57. Argala. 

58. Viksipta. 

59. Avrtta. 

60. Dola Pada. 

61. Vivrtta. 

62. Vinivjrtta. 

63. Parsva Kr^ta. 

64. Nisum'bhita. 

65. Vidyutbhranta. 

66. Atlanta. 

67. Vivartita. 

68. Gajakriijlita. 

69. Talasamsphotita. 

70. Garu^apluta. 

71. Ganqla Suci. 

72. Parivirtta. 
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73. 

Parsva Janu. 

91. 

Udvrtta. 

74. 

Grdhravalina. 

92. 

Upasrta. 

75. 

Sannata. 

93. 

Talasafighattita. 

76. 

Such 

94. 

Janita. 

77. 

Ardha Suci. 

95. 

Avahiddha. 

78. 

Suci Viddha. 

96. 

Nivesa. 

79. 

Apakranta. 

97. 

Elakakri^ta. 

80. 

Mayuralalita. 

98. 

Urudvrtta. 

81. 

Sarpita. 

99. 

Mada Skhalita. 

82. 

Danda Pada. 

100. 

Visnukranta. 

83. 

Harinapluta. 

101. 

Sambhranta. 

84. 

Prehkholita. 

102. 

Viskhambha. 

85. 

Nitamba. 

103. 

Udghattita. 

86. 

Skhalita. 

104. 

V rsabhakri dita. 

87. 

Karihasta. 

105. 

Lolita. 

88. 

Prasarpita. 

106. 

Nagapasarpita. 

89. 

Simha Vikridita. 

107. 

Sakatasya. 

90. 

Simhakarsita. 

108. 

Gangavatarana. 


Vs. 34 to 54. 

These are the one hundred and eight® Karaijas enumerated by me. 

V. 55. 

1 shall now discourse on the varieties of movements in gaits, in 
fighting with weapons, in hand to hand fighting and in dancing. V. 56. 

Let adepts produce, according to their skill, combinations of these 
as they please. Ordinarily the left hand should be placed on the chest 
in all the Karanas. The right hand should accord with the foot. Let 
it be understood that, in what is to be said hereafter, the movements 
of the hand and foot should accord with those of the waist, side, chest, 
back and belly. 

Each unit (of dance) consists of certain positions, movements, and 
poses of the hands. A combination of these constitutes a Karana. 

V. 59. 

That erect posture in which the hip is in a line with the ear, the 
head, the shoulders, the elbow and the chest is called Saustava.*’ V. 60. 


a. The thirty-two Ahgaharas and the one hundred and eight Karanas men¬ 
tioned by Bharata are the most popular of the inexhaustible combinations that 
could be made out of the primary poses of the limbs. 

b. Saui^va is neither an Angahara nor a Karana. It appears to be a general 
dance accompaniment frequently referred to by Bharata and Abhinava Gupta. 



DEFINITIONS OF KARANAS® 


Talapuspaputa*» ‘Flower-handful’ Verse 61, Karana 1. 

Talapuspaputa is that Karana in which Puspaputa is made on the 
left side, and Padogratalasaficara on the right. The side is also in 
Sannata. 


Vartita*: ‘Inverted ’ V. 62, K. 2 

With the hands (slightly) bent at the wrists make Avrtta and 
Parivrtta; then lower the hands down to the thighs (with the palms 
turned outwards) and with the wrists slightly bent. 


Valitoru** ‘ Infolded thigh ’ V. 63, K. 3. 

Keep the hands in Sukatunda Pose. Make Vyavrtta and Pari- 
vartita of the fingers over the chest. Place the thighs in Valita. 


Apaviddha® ‘ Violent shaking off ’ V. 64. K. 4. 

Repeat Sukatunda and place the right hand on the upper side of 
the thigh ; remove the left hand and place it on the chest. 


a. Definitions of the Karanas are furnished in Verses 61—169. Verses 
170-74 contain certain general directions common to all the Karanas. 

The technical dance-terms in the definitions of the Karanas are explained in 
the Glossary. 

b. Tala is ‘ the sole on level ground Pu.spaputa is ‘ holding the palms together 
so as to simulate a flower bud ’. 

Usage : this Karana is used by the Sutradhara (Stage director) for scattering 
the flowers on the stage. 

The ‘Sutradhara’ is an institution peculiar to Hindu Dramaturgy. The 
Sutradhara is the conductor-cum-stage-manager who also acts the part of the 
hero with his wife (Nati) acting as the heroine. 

c. tjsage: to express jealousy and envy. 

d. Usage: to indicate a Mugdha (a shy handsome artless girl). 

e. Usage: to express envy, jealousy, and anger. 





Fig. 19. 

Samanakha. (K. 5 ) 


Fig. 21. 

Svastika Recita. (K. 7.) 


Fig. 22. 

Mandala Svastika. (K. 8.) 


Fig. 20. 
Lina. (K. 6.) 
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Samanakha® ‘Level nails’ V. 65, K. 5. 

The two legs are placed stiff and straight without any space between 
them; and the toes are placed level (on the ground). The two hands 
are let down (in Lata Hasta). The body is maintained in its natural 
pose. 


Lina’’ ‘ Inserted ’ V. 66, K. 6. 

Place the two palms on the chest in Patakahjali. Elongate the 
neck and put the hump of the shoulders in Nihahcita.‘= 

Svastika Recita** ‘whirling Cross’ V. 67, K. 7. 

Make Recita and then Aviddha of the hands, then Svastika with 
the hands on the chest, and then release them and make them rest on 
the waist. 


Man^ala Svastika® ‘ Crossed Region ’ V. 68, K. 8. 

Put the hands in Svastika with the palms and fingers turned to¬ 
wards the audience or the object in front^ and upward, and in symme¬ 
trical position in Mandala Sthana. 


a. Usage ; this Karana is generally exhibited at the first entry of the dancer. 

b. Usage : to express a request made for any object. 

‘Lina’ connotes the idea of insertion (as when one telescopic tube is inserted 
into another). This Karana seems to be so called because of the action of Nihancana 
of the shoulder blades. The chief feature of the action is the lowering of the neck 
so as to give the appearance of the head being buried between the shoulder blades. 

c. Nihancita is the same as Nikuncita. 

The hump is the protuberance produced when the shoulder-blades are brought 
close to each other. The formation of the muscles has some resemblance to the 
hump of an ox. 

d. The translation is based on the commentary. This Karana is used where 
dancing is the chief object and when the purpose of the dancer is simply to please 
the audience, 

e. The commentary on this verse points out that the pose is the final phase 
of a long series of actions. Vide ‘ Caturasra ’ in the Glossary for the pose of the 
hands. 

Usage: to express insult, humiliation, etc. 

f. The expression ‘ towards the audience or the object in front ’ is the English 
equivalent of Prangmukha. The translation is based on Abhinava Gupta’s com¬ 
mentary on this term in chap. IX, 174 of the Natya Sastra. 



24 TANDAVA LAKSANAM 

Nikutteka® ‘ Shouldered arms ’ V. 69, K. 9. 

The hands are placed in the Nikuttaka pose over the elevations of 
the shoulders with some space between them, and the legs are also 
kept in Niku^ta. 


Ardha Nikutta** ‘ Half-shouldered arms ’ V. 70, K. 10. 

The hands are placed in the Nikuttaka pose over the elevations of 
the shoulders with some space between them (and facing each other 
as in Nikutta), and this has to be done in Nikuncita Ardha Yoga. 


Katicchinna® ‘ Split waist ’ V. 71, K. 11. 

The waist is moved round and round, and the hands are placed 
on the head in the Pallava pose; this process is repeated frequently 
while moving round and round. 


♦ ♦ * Y. 12^ 


Ardha Recita® ‘ Half whirl ’ V. 73, K. 12. 

In this Karana the hand is in Apaviddha in the Suci pose,* the 
leg in Nikut(a, and the side in Sannata. 


a. Kdhala, an authority on dancing, is of opinion that Nikutta consists in 
stooping down and raising up the body. This Karana is used in self-adulation. 

b. The first line of this verse Is simply a repetition of the first line of V. 69. 
Usage : to express self-adulation. 

c. Usage: to express amusement, wonder or surprise. 

d. Verse 72 has been omitted by the Editor of the Gaekwad edition of the 
Na^ya Rostra, but its absence in no way interferes with the sequence of the Karanas. 

e. Usage: to express any coarse or ill-conceived idea. 

, f. ‘Apaviddha in the Suci pose’ is ‘Apaviddha SQci’. 
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Fig. 23. 

Nikutta. (K. 9.) 


Fig. 24. 

Ardha Nikutta. (K. 10.) 




Fig. 25. 

Katicchinna. (K. 11.) 


Fig. 26. 

Ardha Recita. (K. 12.) 
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Vaksa Svastika® ‘ Crossed chest ’ V. 74, K. 13. 

In this Karana the legs are twisted in the Svastika pose, the hands 
are placed on the chest in Recita and the chest is bent forward. 


Unmatta** ‘ Frenzied ’ V. 75, K. 14. 

In Unmatta the leg is bent and the hands are in Recita. 


Svastika® ‘ Crossed ’ V. 76, K. 15. 

That is called Svastika in which there is Svastika of both hands 
and legs. 


Pr§ta Svastika^ ‘ Crossed behind ’ V. 77, K. 16. 

The hands are in Vik§ip^k$ipta, the legs in Svastika, Apakrwta 
and Ardha Suci. 


a. Usage: to express sympathy with a shy or disgraced person. 

b. Usage: to indicate hauteur bom of excessive opulence. 

c. Usage: to express any attempt to remove ill-feeling by strategem. Svastika 
ordinarily signifies the mark ‘X’. 

d. This is the only pose where the danseuse may turn her back to the audience. 
Usage: same as K. 15. Sometimes this Karana is used for expressing war or 

retreat. 
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Diksvastika® ‘ Crossed sides ’ V. 78, K. 17, 

The hands and legs are put in Svastika in front and at the sides 
of the dancer. 


Alata*’ ‘ Circling ’ V. 79, K. 18. 

Make Alata of the foot; move off the right hand from the shoulder 
corners; then make Urdhva Janu. (Cari). 


Kati Sama® ‘ Level waist ’ V. 80, K. 19. 

The legs are released from Svastika. The right and left hands are 
placed on the navel and the waist respectively; the side projects up¬ 
ward and forward. 


Ak^ipta Recita*^ ‘ Cast off ’ V. 81, K. 20. 

The left hand is on the heart region, the right in Aksipta Recita, 
then in Recita, and finally in Apaviddha. 


a. The commentary says that in this Karana the dancer should turn roimd 
facing all directions in succession. 

Usage : to indicate the movement of the body while singing. 

b. The action of the Alata Cari (chap. X, 41) is to be gone through here. The 
word Alata means a torch or fire-brand. The commentary on chap. X 41 says 
that Alata Cari is so called because it is made like Alata Cakra or a flanung ring. 
The same idea is carried into this Karana. Of course there is no fire or flame but 
the important action is that of circling round. 

The Samskrit word ‘ vyamsayet’ in V. 79 has been rendered into English as 
‘ move off the right hand from the shoulder-comers ’. 

Usage; this Karana is used in delicate dancing. 

c. Usage; used by the Sutradhara at the inCcintations of Jarjara. Vide app. F. 

d. Usage; to express the idea of running back and casting away. 
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Fig. 35. 

Viksiptaksipta. (K. 21.) 



Fig. 36. 

Ardha Svastika. (K. 22.) 




Fig. 37. 

Ancita. (K. 23.) 


Fig. 38. 

Bhujanga Trasita (K. 24.) 
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Viksiptak§ipta ‘Thrown over’ V. 82, K. 21. 

The hands and legs are in Viksipta, and then in Ak^ipta. 


Ardha Svastika® ‘Half crossed’ V. 83, K. 22. 

Make Svastika of the legs. Keep the right hand in the Karihasta 
pose and place the left hand in the region of the chest. 


Ancita*> ‘Placing’ V. 84, K. 23. 

The same hand (as in K. 22) is put in Vyavrtta and Parivrtta and 
finally arched over the nose. 


Bhujahga Tr5sita® ‘Serpent fright’ V. 85, K. 24. 

Lift up the bent leg, turn the thigh in Tryasra, and keep the 
waist and the knees arched out. 


a. The Karana is so called because only the feet are in Svastika. 

b. The commentary says that ‘ the same hand ’ means the Karihasta hand 

in K. 22. ^ 

Usage: this is used when the danseuse in the presence of another of her pro¬ 
fession feels elated with her own superiority. 

The actions of Vyavrtta and Parivrtta in combination suggest a spiral move¬ 
ment. ^ 

c. Usage: to express the mental state of a person who perceives a snake 

dose at hand. 

For the allied Karana of Bhujahgatrasta Recita. Vide V. 96. Karai^ express¬ 
ing similar ideas bear similar names. 
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Urdhva Janu ‘ Raised Knees ’ V. 86, K. 25. 

Lift up the bent leg and keep it on a level with the breast. The 
hands are free to be used as the dancer pleases. 


Nikuncitaa ‘ Bent ’ V. 87, K. 26 

Keep one leg in the Vrscika pose, the (left) hand on the side of 
the cheek, and the right at the tip of the nose. 


Mattalli*’ ‘Tipsy Reeling’ V. 88,K. 27. 

Reeling about with the legs approaching and parting, and throw¬ 
ing out the hands in abandon and circhng about is Mattalli. 


Ardha Mattalli' ‘ Semi-intoxicated reeling ’ V. 89, K. 28. 

The legs are in Skhalitapasrta, the left hand is in Recita, and the 
right hand is placed on the waist. 


. a. Usage: to express the idea of flying in the air. 

b. This Karana is so called because it resembles the action of a person under 
excessive intoxics^tion. 

Usage: to indicate extreme passion or intoxication. . 

c. Usage: same as K. 27. 




Fig. 41. 

Mattalli. (K. 27.) 


Fig. 42. 

Ardha Mattalli. (K. 28.) 


Fig. 39. 

Urdhva Janu. (K. 25.) 


Fig. 40. 

Nikuncita. (K. 26.) 


PLATE XXI 
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Recita Nikutta® ‘ Whirling shouldered arms ’ V. 90, K. 29. 

The right hand is in Recita, and the right leg in Nikutta. The 
left hand is in D5la. 


Padapaviddha ‘ Heel Piercing ’ V. 91, K. 30. 

The two hands should be placed in the region of the navel with 
the palms turned towards the dancer in Khatakamukha. The legs 
should be in Suci Viddha and Apakranta. 


Valita** ‘Folded in’ V. 92, K. 31. 

The hand is in Apaviddha, and the leg in Suci, and the Trika is in 
Vivrtta and is turned round and round. 


Ghumita® ‘ Reeling ’ V. 93, K. 32. 

In this Karana the right hand is in Vartita Ghurnita, and the left 
in Dola. The leg is in Svastikapasrta. 


a. Usage: to suggest a swing-like movement. 

b. Amar a defines Trika as the “lower portion of the spine where it meets 
the pelvic bones.” Trika is the Sacral region. Trika is further explained in 
Chap. X, 45. The commentary on that verse points out that when the body is spim 
round the Trika something like the revolution of a wheel rotmd its axis is produced. 
Bharata does not deal with Trika actions separately. He mentions these actions 
incidentally while describing the Karanas. 

c. Usage: to indicate fear generated by fire. 
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Lalita® ‘ Graceful' 

The left hand is in Karihasta, the right in Apavartita, and the leg 
repeatedly in Ku'ttita (Niku^^). 

Dandapakja ‘ Stiffened side ’ V. 95, K. 34. 

Make tJrdhva J^u Karana with the hands in Lata Hasta. 


Bhujahgatrasta Recita ‘ Reeling with Serpent Fright ’ V. 96, K. 35. 

Make Bhujahga Trasita with the hands in Recita. Then rest the 
hands on the left side. 


Nupura ‘ Anklet ’ 


V. 97, K. 36. 


Make Valana of the Trika, keep the hands in Lata Recita, and the 
legs in Nupura. 


a. 


Usage: to indicate graceful d an td ng . 



PLATE XXra 




Fig. 47. 

Lalita. (K. 33.) 


Fig. 48. 

Dandapaksa (K. 34.) 



Fig. 49. 

Bhujahgatrasta Recita. (K. 35.) 


Fig. 50. 

Nupura. (K. 36.) 
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Vaisakha Recita® ‘ Whirling limbs ’ V. 98, K. 37. 

The two hands and legs as well as the waist and the legs are in 
Recita. This action is to be performed in Vaisakha Sthana. 


Bhramara'’ ‘ Bee ’ V. 99, K. 38. 

The leg is in Aksipta Svastika, and the two hands in Udvestita. 
The Trika is in Valana. 


Catura® ‘Four fingers’ V. 100, K. 39. 

The left hand is in Ancita, the right hand in Catura and the right 
leg in Kuttita (Nikutta). 


Bhujahgancita 


‘ Serpent touch ’ 


V. 101, K. 40. 


In this Karana the leg is in Bhujahga Trasita, the right hand in 
Recita and the left hand in Lata., 


a. The Recita action can be made with only four limbs, and all the four are 
mcTitinnc.^ in this Karana. This Karana is used in carrying the actor forward. The 
commentary gives a definition of Recita after Rahula: ‘The separate swinging round 
and round of the neck, the hands, the waist, and the legs is Recita. 

b. This TTnrann is useful in violent spinning round and roimd. 

c. The Ancita action is the same as Alapallava. 

Usage: used by the buffoon for expressing merriment and wonder. 
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Danda Recita ‘ Stiffened hand and legs ’ V. 102, K. 41. 

The hand and leg are in Viksipta to the whole of their stretch 
like a stick, and then Recita (of the hand) is made. 


Vrscika Kuttita ‘Scorpion in Nikutta ’ V. 103, K. 42. 

Put the leg in Vrscika, and the two hands in Nikutta. 


Katibhranta ‘ Waist in violent motion ’ V. 104, K. 43. 

Keep the right leg in Suci and then in Apaviddha, and the waist 
in Recita. 


Lata Vyscika* ‘ Scorpion creeping down ’ V. 105, K. 44. 

The leg is arched backward in Kuncita tJrdhva Lata. The left 
hand is in Lata. 


a. Usage : to indicate dropping to the earth from the skies. 
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Fig. 55. 

Danda Recita. (K. 41.) 


Fig. 56. 

Vrscika Kut^ita. (K. 42.) 



Fig. 57. 

Katibhranta. (K. 43.) 



Fig. 58. 

Lata Vrscika. (K. 44.) 
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Fig. 60. 

Vrscika Recita. (K. 46.) 


Fig. 62. 

Vyamsita. (K. 48.) 


Fig. 59. 

Chinna. (K. 45.) 


Fig. 61. 

Vrscika (K. 47.) 
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Chiima« ‘Split’ V. 106, K. 45. 

The hands are placed in the region of the waist in Alapadma; the 
waist is in Vaisakha Sthanaka. 


Vrscika Recita>> ' Whirling scorpion ’ V. 107, K. 46. 

Make Vrscika of the leg; place the two hands in Svastika; then 
make Recita of the hands separated from each other. 


Vi^cika' ‘ Scorpion ’ V. 108, K. 47. 

The hands are bent towards the elevations of the shoulders, the 
right leg is bent towards the back and kept at some distance from it. 


Vyamsita'* ‘ Beguiled ’ V. 109, K. 48. 

In this Karana the position is that of Ali^a Sthanaka. The hands 
are put in Recita over the chest and are also tossed up and down. 


a. Sthanaka is the same as Sthana. 

b. Usage: to indicate flight in the air. 

c. In describing the hand pose in Yrkika the commentary introduces Kari- 
hasta. The leg, in this Karana is in the form of the tail of a scorpion. 

Usage; to indicate aerial flight, Indra’s elephant, etc. 

d. Usage: to indicate perplexing situations. ’■ • ’ ■ ^ 
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PariSva Nikutta® ‘Folded arms on the sides’ V. 110, K. 49. 

The hands eire in Svastika close to the sides, and the legs in 
Niku^ta. 


Lalata Tilaka’’ ‘ Fore-head mark ’ V. Ill, K. 50. 

Make Vyscika of the right leg, and form Tilaka on the fore-head 
with the big toe. 


Kranta' ‘ Transit ’ V. 112, K. 51. 

Make Kuncita from the back, and then make Atikranta Krama. 
Place the two hands in Aksinta. 


Kuncita^ ‘Angular bend’ V. 113, K. 52. 

The right leg is bent backward (Nata), the right hand is also 
bent (Kuncita), and the left hand is in Uttana. 


a. In Svastika the hands are crossed at the wrists. 

Usage; moving about and to indicate food. 

b. The danseuse, while making this pose, carries on the left hand also to the 
forehead and places it with the thumb downwards so as to touch the forehead in the 
manner in which Hindu mothers place the Tilaka (beauty-mark) on the child’s 
face. 

c. The word ‘Krama’ occurs in certain Karanas and Ahgaharas. It means 
‘ taking a pace or step.’ 

d. Usage: to indicate the mental state of a person overflowing with joy during 
the worship of his favourite deity. The pose indicated is that of moving forward 
on the right knee, the left foot being flat on the ground. 




Kuncii 
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Fig. 67. 

Cakramandala (K. 53.) 


Fig. 68. 

Uromandala. (K. 54.) 




Fig. 69. 

Aksipta. (K. 55.) 


Fig. 70. 

Talavilasita. (K. 56.) 
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Cakramandala® ‘ Wheeled body ’ V. 114, K. 53. 

The hands are let down fully, and the body is curved in Abhyan- 
tara Apaviddha. 


Uromandala ‘ Chest region ’ V. 115, K. 54. 

The legs are put in Svastikapasrta and then in Apaviddha Krama. 
The hands are in Uromandala. 


Aksipta*> ' Scattering all round ’ V. 116, K. 55. 

In this Karai^ the hands and feet are placed quickly in Aksipta. 


‘ Up-turned toes ’ Talavilasita® V. 117, K. 56. 

The feet are so placed that the nether surface of the toes is exposed 
to view, the leg being extended on the side. The hands are placed 
with the palms downwards. 


a. Usage: to indicate haughty gait, ornament, decoration, etc. 

b. This is one of the gaits of the buffoon. 

c. This Karana is so called because the palms and the soles are in contact 
with each other above the ground. 

Usage: used by the Sutradhara. 
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Argala® ‘Barred’ V. 118, K. 57. 

The leg is stretched out from behind to two and a half Talas in 
front of the other leg. (The hands should accord with the pose of 
the legs, in front of the dancer). 


Viksipta*’ ‘ Throwing about ’ V. 119, K. 58. 

Both hands and legs are thrown about (in Viksipta) from behind, 
and at the sides. 


Avarta^ ‘Whirlpool’ V. 120, K. 59. 

Stretch out the bent leg and quickly turn it roimd in Avarta. The 
hands should accord with the action of the legs. 


Dola Pada Swinging leg’ V. 121, K. 60. 

Lift up the curved leg and move it about from side to side like 
a cradle. The hands should accord with this action. 


a. The commentary says that the palm in this Karana should be held in 
Alapallava, filled with water and shaken slightly with a wave-like motion. 

b. To indicate an over-bearing haughty gait. 

c. Usage: used when the hero retraces his steps." 
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Fig. 71. 

Argala. (K. 57.) 


Fig. 72. 

Viksipta. (K. 58.) 



Fig. 73. 

Avarta (K. 59.) 



Fig. 74. 

Dola Pada (K. 60.) 




DEFINITIONS OF KARANAS 


37 


Vivrtta® ‘ Unwound ’ V. 122, K. 61. 

The hands and legs are in Aksipta. The Trika is spun round and 
round. The hands should finally be in Recita. 


Vinivrtta'’ ‘ Reversed Vivarta ’ V. 123, K. 62. 

In this Karana make Suci Viddha of the leg. Put the Trika in 
Vinivrtta and the two hands in Recita. 


Parsva Kranta® ‘ Side-transit ’ V. 124, K. 63. 

Take the pace of Parsva Kranta and in that pose throw (the foot 
in front). The hands should accord with (the leg action). 


Nisumbhita^ ‘ Stamping ’ V. 125, K. 64. 

The leg is bent from behind, the chest is elevated, and the palm 
is placed in the Tilaka pose. 


a. This pose is so called because of Vivrtta action of the Trika which is the 
main action in the pose. 

Usage: to indicate arrogant'gait. 

b. The expression Vinivrtta is the negative of Vivrtta, the negative particle 
‘ni’ is interposed between the first and the second syllables. 

c. This pose is to be used in terrific situations such as those associated with 
Bhima, the Indian Hercules. 

d. This is one of the favourite dances of Siva. The Tilaka pose of the palm 
is the same as in Lala^a Tilaka. 
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Vidyutbhranta ‘ Sudden flash ’ V. 126, K. 65. 

Make Valita of the leg from behind and extend it so as to rub 
against the head. 


Atikranta ‘ Step beyond ’ V. 127, K. 66. 

Make Atikranta Krama of the leg and stretch it towards the front. 
The hands should accord with (the pose of the leg). 


Vivartita ‘ Unfolding ’ V. 128, K. 67. 

The hands an^ the legs are in the Ak§ipta, the Trika in Vivartita, 
the left hand in Ancita. 


Gajakridita* ‘ Elephant sport ’ V. 129, K. 68. 

The left hand is arched over the ear, the right is placed in Lata 
Hasta, and the leg in Dola Pada. 


a. The co mm enhur y significantly states that the usage of this Kara^a is ap¬ 
propriate to its name. 
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Fig. 79. 

Vidyutbhranta. (K. 65.) 


Fig. 80. 

Atikranta. (K. 66.) 



Fig. 81. 

Vivartita. (K. 67.) 


Fig. 82. 

Gajakri^ta. (K. 68.) 
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Talasamsphotita^ ‘ Clapping ’ V. 130, K. 69. 

Lift up the leg quickly and throw it in front. The hands should 
be in the pose of Talasamsphotita. 


Garudapluta’’ ‘ Kite’s flight ’ V. 131, K. 70 

The legs are stretched backwards, the hands are in Lata Recita, 
and the chest is well elevated. 


Ganda Sucic ‘ Cheek needle ’ V. 132, K. 71. 

The side is heaved up in Suci Pada. One hand rests on the chest, 
and the other is inverted over the cheek (in the region of the temple). 


Parivrtta ‘ Circling about ’ V. 133, K. 72. 

The hands are in tJrdhvapavestita, the leg is turned round in 
Suci Pada, the Trika is in Parivrtta. 


a. Usage: not clear, probably used for keeping time. 

b. Usage: to indicate flying like a kite. 

c. The commentary gives different actions for this pose. 

(i) The leg in Suci is to touch the cheek. 

(ii) The hand should be in Suci Miikha and touch the cheek. 

(iii) The hand is to be placed in Sucyasya. 
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Parsvajanu® ‘Knee-side’ • V. 134, K. 73. 

One leg is in the normal position, the other is placed on the thigh, 
and the hands are in Musti Hasta (over the chest). 


Grdravalinaka*’ ‘ Kite-like ’ V. 135, K. 74. 

The leg is stretched out backwards, the knees are slightly arched 
and the hands are well stretched out. 


R annn tac ‘ Hands well bent ’ V. 136, K. 75. 

Jump up and place the legs in Svastika in front. At the same 
time keep the hands in Dola. 


Suci ‘Needle’ V. 137, K. 76. 

Lift up the bent leg and place it so as to touch the ground in 
front. The hands should accord with the dance (action of the leg). 


a. This pose is used in fighting with weapons and in hand to hand fight. 
The conunentary says that one of the hainds should be at the waist in Ardha 
Candra (Crescent moon). 

b. Usage; to indicate Garuda (kite). The commentary says that in this pose 
the hands should be in Lata Hasta close to the sides. 

c. The jumping up should be in Hari^iapluta (V. 144). The hands should be 

in Sannata and Dola. ... 
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Ardha Suci ‘ Half-needle ’ V. 138, K. 77. 

Place the hand over the head in Alapadma and the right leg in 
Suci Pada. 


Suci Viddha ‘ Needle probing ’ V. 139, K. 78. 

The right foot is to rest on the heel. The left foot should pierce 
into the right in Suci Pada. The hands should be on the waist and the 
chest. 


Apakranta ‘ Oblique gait ’ V. 140, K. 79. 

Make Valita of the thighs and put the legs in Apakranta Krama. 
The hands should accord with the dance. 


Mayuralahta ‘ Peacock’s grace ’ V. 141, K. 80. 

Make Vrscika of the leg, keep the hands in Recita, and turn the 
Trika round and round. 
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Sarpita® ‘ Serpent creeping ’ . V. 142, K. 81. 

The legs are arched and moved apart. The head is in Parivahita. 
The two hands are in Recita. 


Dan«?a Pada'’ ‘ Stiff leg ’ V. 143, K. 82. 

Make Nupura of the leg, stretch it out in Danda Pada, and put 
the hands quickly in Aviddha. 


Harinapluta‘= ‘ Deer Flight ’ V. 144, K. 83. 

Make Atikrinta Krama. Jump up and throw down (the leg) 
and place it on the calf of the leg in a bent position. 


Prehkholita^ ‘ Cradle swing ’ V. 145, K. 84. 

Make the Dola Pada. Jump up and throw down the foot. The Trika 
shovdd be in Pariviita. 


a. tJsage; used in walking back in high pa^ion or intoxication. 

b. Usage: to indicate proud arrogant gait. 

c. This Karana involves Harinapluta Cari. 

d. Jumping up and throwing down the leg should be done in Harinapluta 
(Akiiika Carl). 
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Fig. 95. 

Sarpita. (K. 81.) 


Fig. 96. 

Danda Pada. (K. 82.) 



Fig. 97. 

Harinapluta. (K. 83.) 


Fig. 98. 

Prehkholita. (K. 84.) 
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Nitamba ‘Posteriors’ V. 146, K. 85. 

The hands are raised above the shoulders, with the palms in Pataka', 
facing the chest. The danseuse is in Baddha Cari. 


Skhalita ‘Tripped’ V. 147, K. 86. 

Dola Pada Krama of the legs should be made with the hands fol¬ 
lowing suit. R§cita and Ghurnita of the hands should then be 


Karihasta" ‘ Elephant’s trunk ’ V. 148, K, 87 

The left hand is placed on the chest. The right hand is in 
Prodves^ta Tala. The legs are in Ahcita. 


Prasarpita** ‘ Moved to the front ’ Y. 149 , K. 88. 

One hand is raised in Recita and the other is put in Lata. The soles 
are in Prasarpa. 


- amplifies the text thus; the hand wWch is in Prod- 

<!» » b«., ft. 

b. Usage: to indicate the movement of creatures living in air. 
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Simhavikri^ta® ‘Lions sport > 

Make Alata of the right leg. The left is in Druta Kr^a (quickly 
moved). The hand should accord with the actions of the leg, 


Simhakarsita'’ 

The leg is 
is repeated. 


‘Pulled by lion’ V. 151, K. 90. 

stretched backwards, and the hands are bent. The pose 


Udvrtta ‘ Lifted up ’ 

The hand, the body and the leg are in Aksipta. 
Udvrtta (turned upwards). 


V. 152, K. 91. 
The trunk is in 


Upasrta*' 


‘ Moved towards ’ 


V. 153, K. 92. 


One leg is thrown in Aksipta, the hand according with this move- 
ment (of the leg). The body is bent forward. 


a. Usage: to simulate a blow from the paw of a lion. 

b. Usage: to simulate lions. 

c. Usage; to imply humility. . ; 
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Fig. 103. 

SimhavikriSita. (K. 89.) 


Fig. 104. 

Simhakarsita. (K. 90.) 




Fig. 105. 
Udvrtta. (K. 91.) 


Fig. 106. 
Upasrta (K. 92.) 
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Fig. 107. 

Talasanghattita. (K. 93 ) 


Fig. 108. 
Janita, (K. 94.) 


Fig. 109. 

Avahiddha. (K. 95.) 


Fig. 110. 
Nivesa. (K. 96.) 
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Talasanghattita® ‘ Packed palms ’ V. 154, K. 93 

Make Dola Pada Krama; put the two hands in Talasahghattita and 
then put the left hand in Recita. 


Janitab < Origin ’ V. 155, K. 94. 

One hand rests on the chest and the other is hung down. The foot 
is in Talagra (on the tip of the sole). 


Avahiddha® ‘ Pointed fingers ’ V. 156, K. 95. 

Maka Janita Karana with the fingers turned towards each other. 
The hands should be slowly lowered in that posture. 


Nivesa^ ‘ Settling ’ V. 157, K. 96. 

The hands rest on the chest. The chest is stiff. The standing pos¬ 
ture is in Mandala Sthana. 


a. Usage: to indicate pity and sympathy. 

b. The hand which is to rest on the chest should have a closed fist, the other 
hand should be in Lata. This action is the root of all gaits. 

c. This Karapa is used in deep thinking, sorrow and weakness. 

d. Usage: to indicate elephant ride (probably also the incessant movement of 
the body). 
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filakari^ita® ‘ Ram’s sport ’ V. 158, K. 97. 

Jump up with the legs in Talasahcara and drop down. Bend and 
twist the body. 


Urudvrtta*’ ‘ Turned thigh ’ V. 159, K. 98. 

Make Av^tta of the hand and place it below the thigh in a curved 
position. The calf of the leg is bent and put in Urudvrtta. 


Madaskhalita*’ ‘Tripping in intoxication’ V. 160, K. 99. 

The hands are himg down, the head is tossed about (from side to 
side) and fhe legs are in Valitaviddha. 


Vi?nukranta^ ‘ Vi§iju’s step ’ V. 161, K. 100. 

The legs are stretched in front and bent as though in preparation 
for walking. The two hands are in Recita. 


a. Usage: to indicate the gait of mean persons. - 

b. Usage; to indicate jealousy, regret, and dight irritation in love 

c. Usage: to indicate intoxication. 

d. Usage: to shnulate the gait of V49u. 



PLATE XXXIX 



Fig. 111. 

fllakakridita. (K. 97.) 



Fig. 112. 

tJriidvrtta. (K. 98.) 




Fig. 113. 

Madaskhalita. (K. 99.) 


Fig. 114. 

Visnukranta. (K. 100). 




Fig. 115. 

Sambhranta. (K. 101.) 


Fig. 116. 

Viskambha (K. 102.) 




Fig. 117. 

Udghattita. (K. 103.) 


Fig. 118. 

Vrsabhakridita. (K. 104.) 
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Sambhranta^ ‘ Bewilderment ’ V. 162, K. 101. 

Make Avartita of the hand and arch it over the back of the thigh. 
Place the thigh in Aviddha. 


Vi§kambha ‘ Extended ’ V. 163, K. 102. 

The hand is in Apaviddha Suci, the leg in Niku^ta, and the left 
hand is over the chest. 


Udghattita'’ ‘ Standing on tip of the sole ’ V. 164, K. 103. 

Put the legs in Udghattita, the hands in Talasahghatta, and make 
Nitamba Parsva. 


Vj^abhakri^ita ‘Bull’s sport’ V. 165, K. 104. 

Make Alata (Cari). Let the two hands be in Recita, bent and 
inverted. 


a. Usage: to indicate the gait in surprise, and perplexity. 

b. Usage: to express excessive joy. 
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L5lita ‘ Rolling all round ’ • V. 166, K. 105. 

The hands are put in Recita and Ancita. The head is shaken and 
turned in all directions. 


Nagapasarpita® ‘Serpentine movement’ V. 167, K. 106. 

The legs are in Svastikapasrta. The head is moved from side to 
side. The hands are in Recita. 


Sakatasya ‘ Cart wheel ’ V. 168, K. 107. 

The body is curved. The leg is stretched in Talasahcara. The 
chest is opened out. 


Gahgavatarana*’ * Descent of the Ganges 


V. 169, K. 108. 


The feet with the heels turned up with the toes, the hands in Tri¬ 
pataka facing downwards, and the head in Sannata constitute this 
Karana. 


a. Usage: to indicate passionate temper. 

b. The name is suggestive of the purpose, i.e., to indicate the descent of the 

Ganges. , ^ 
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The descriptions of the leg poses ordained in respect of the positions 
and gaits in Vyayama apply generally to the Karanas also. ^ 

The combinations of such gesticulations with the hands (Nrtta 
Hastas) as are spoken of in connection with dancing are to be taken^^ 
applying to Karanas also. 

As a general rule the left hand should be placed over the chest in 
producing the Karanas, the foot and the right hand should accord 
with it. 

The.Caris and Nrtta Hastas referred to here constitute a prime 
unit (Matrika). The Karanas arise out of variations of these. 

V. X1 


This is .my discourse on the 108 Karanas. 


V. 174/1. 




DEFINITIONS OF ANGAHARAS^ 

Sthira Hasta^ ‘ Fixed hand ’ Vs. 174/2-177, Angahara 1. 

Stretch out the hands fully and lift them up ; then place the two 
legs in an even or equal position (Samapada); thereafter place the right 
hand in the Vyamsita Apasrta pose, and stretch out the hand upwards : 
then assume the pose of Pratyalida<= and then make Nikuttaka; then 
make Urudvrtta and then Aksipta and Svastika ; then assume the pos¬ 
tures of Nitamba, Karihasta and Katicchinna in combination. 

This Angahara is the favourite of Kara (Siva). 

Paryasta ‘ Surrounded ’ Vs. 178-180/1, A. 2. 

First make the Talapuspa and Apaviddha, then Vartita with 
Nikutta: thereafter make Pratyalida and then Nikutta, then Urudvrtta 
and likewise Aksipta and Uromandala, then Nitamba, Karihasta and 
Katicchinna. These constitute the Angahara called Paryasta. It is bom 
of Siva. 

Sucividdha ‘ Needle-probing ’ Vs. 180/2-182/1, A. 3. 

Make Alapallava Suci first, then Viksipta, Avartita,' Nikutta, 
Urudvrtta, Aksipta, Uromandala, Karihasta and Katicchinna. 

These make the Angahara called Sucividdha. 

Apaviddha ‘ Violent Shaking off ’ Vs. 182/2-184/1, A. 4. 

Make the Apaviddha Karana, then Sucividdha with the hand lifted 
up in Udvestita. Spin the Trika roimd about. Put the hands again 
in Uromandala, then make Katicchinna. This is known as Apaviddha 
Angahara. 


a. The thirty-two Afigaharas enumerated in vs. 19—27 are now described in 
detail. The names of many of the Ahgaharas, it may be noted, are the same as those 
of the Karanas. 

b. ‘ Placing the legs in an equal or even position ’ means placing them as in 
the Samanakha Karana. 

c. Some commentators are of opinion that the portion of this definition begin¬ 
ning with ‘stretch out the heinds’ and ending with ‘Pratyalida’ is common to all 
Angaharas, others say that each Angahara should be confined to the definition 
under its name. 

Usage: this Angahara is used in fighting with weapons and edso in hand to 
hand fight. 
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Aksipta® ‘ Scattering all round ’ Vs. 184/2-186/1, A. 5. 

Make first the Nupura Karana, again Viksipta and Alataka, then 
again Aksipta, then Uromandala likewise, then the Nitamba, Karihasta 
and Katicchinna. 

This is known as the Ahgahara of Aksipta. 

Udghattitab ‘ Standing on tip of the sole ’ Vs. 186/2-188/1, A. 6. 

The hand is to be put in Udvestita Apaviddha pose, and the leg in 
Nikutta. This is to be repeated on the left side also. The two hands 
are then to be put in, Uromandala, Nitamba and Karihasta. Katicchinna 
should also be performed thereafter. 

Viskambha^ ‘ Extended ’ Vs. 188/2-192/1, A. 7. 

The hands are put alternately in Udvestita, and the legs in Nikutta 
and again the hands and legs are put alternatingly in Kuncita, Ancita 
and then in Urudvrtta ; the hand should be in Caturasra, and the legs 
in Nikuttaka ; and then the hand should be put in Bhujangatrasita, 
and again in Udvesta, the Trika in Paricchinna with the aid of Bhra- 
maraka. Then Karihasta and Katicchinna should be made. 

Aparajita'* ‘ Unvanquished ’ Vs. 191/2-194/1, A. 8. 

First make the hand in Dandapada, then put it in Viksiptaksipta; 
the left hand is to be put in Vyamsita along with the left foot in Sarpa 
(Prasarpa). Then make Caturasra of the haijds and Nikuttaka of the 
leg ; then put the hand in Bhujangatrasita and also Udvestita over 
again ; then make the two Nikuttas (of the hands), then Aksipta in the 
Mandalorasi® pose; then make Karihasta and Katicchinna. The above 
are prescribed for Aparajita. 

Viskambhapasrta* ‘ Extended and dropped down ’ Vs. 194/2-196/1, A. 9. 

Make the Karana of Kuttita (first), then Bhujangatrasita; with 
the hand in Recita let Pataka Hasta be made; then make Aksipta, then 

a. The commentary mentions that, whenever the word ‘ again ’ (Punaha) 
occurs in any pose, that pose in the opinion of some should be repeated. 

b. The first verse (186/2 & 187/1) indicates that the two sides of the body 
should be used alternately in this Angahara. 

c. The use of the expression ‘Paricchinna’ seems to suggest that Chiima Trika 
has to be made (vide IV. 106). 

d. Here ‘Dandapada’ is to be changed into and shown as ‘Viksiptaksipta.’ The 
four Karanas mentioned at the end of the Angahara (Aksipta, Mandalorasi, Kari¬ 
hasta and Katichinna) are to be dealt with as in Angahara 2. 

e. Mandalorasi is the same as Uromandala. 

f. By the term ‘Kuttita’ the two Nikuttas (Niku^a and Ardha Nikn^) are 
to be understood. 
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Uromandala, and then the Lata combined with Katicchinna. These 
constitute Viskambhapasrta. 

Mattakrida" ‘ Drunken Dance ’ Vs. 196/2-199/1, A. 10. 

Make Suvalita*’ of the Trika, and also make the Nupura Karana ; 
make Bhujahgatrasita of the right side and Vai^kha Recita as well. 
Then make Aksipta, similarly Paricchinna also, then Bahya Bhramaraka 
and Uromandala should be made; then Nitamba, Karihasta and 
Katicchinna. These constitute Mattakrida which is beloved of Siva. 

Svastika Recita*^ ‘ Whirling Cross ’ Vs. 199/2-201/1, A. 11. 

Make Recita of the hand and leg, and also Vrscika. Repeat 
Vrscika. Then make Nikuttaka, right and left, left and right, in 
order. Thereafter make Lata Karana accompanied by Katicchinna. 

Parsvasvastika'* ‘ Crossed sides - Vs. 201/2-204/1, A. 12. 

The two legs should be put as in Parasva Svastika Karana. Then 
make Ardha Nikutta ; the same is ordained for the other side (of the 
body also). Then reverse the hand, drop it on (Urudprsta) 
the upper side of the thigh ; then make Uruprsta and repeat Aksipta ; 
then make Nitamba, Karihasta and Katicchinna. 

Vrscikapasrta® ‘ Entwining scorpion ’ Vs. 204/2-206/1, A. 13. 

Make Vrscika (of the leg) and also Lata of the hand, the same hand 
is to be again arched over the tip of the nose ; make Udvestita of the 
same; and repeat Nitamba, then make Karihasta and Katicchinna. 

Bhramara* ‘ Bee ’ Vs. 206/2-208/1, A. 14. 

Make Nupura of the leg, and also Aksipta likewise, then make 
Katicchinna and Suci Viddha, then Nitamba, Karihasta, and Ur5- 
mandala as well and Katicchinna again. 


a. The Vaisakha Recita should be made on the right side. Bahya Bhramaraka 
means Bhramaraka of the left. Paricchinna occurs in A. 7 also. It seems to be 
the same as Chinna. 

b. Suvalita is the same as Valita, ‘Su’ is merely a prefix signifying an inten¬ 
sified form (in this context it means Valita well done). The expression ‘putting the 
Trika in Suvalita’ is explained as making Valita of the Trika. Valita is bending or 
folding in of the sacral region. Valana and Suvalana are the same. 

c. ‘Recita of the hands and legs’ means Vaisakha Recita. By the expression 
‘repeat over again’ is meant repeating Vaisakha Recita and Vrscika. 

d. Parsva Svastika, being Svastika of the side is the same as Diksvastika. 
Ardha Nikutta is to be made by one limb. 

e. Since the leg is in Vrscika and the hand in Lata, the Karana is Lata 
Vri&cika. ‘Tip of the nose’ indicates Nikuncita. 

f. ‘Making the leg in Nupura’ is the same as Nupura Karana, 
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Mattaskhalita® ‘ Tripping in Drunkenness ’ Vs. 208/2-210/1, A. 15. 

Make the Karana of Mattalli, then turn the right hand round, then 
make Nikuncita in the region of the temple, then make Apaviddha 
quickly combined with Talasamsphota ; then Karihasta and Katicchinna. 

Madavilasitab ‘Dallying in Lust’ Vs. 210/2-212/1, A. 16. 

Keep the hands in Dola and the legs moving about in Svastika- 
pasrta with the arms arched and turned aside in Valita and also put 
in Talasanghattita. Make Nikutta, Urudvrtta, Karihasta and 
Katicchinna. 

Gati Mandala<= ‘ Multiple Gaits ’ Vs. 212/2-214/1, A. 17. 

Make Mandala Sthanaka. Put the two hands in Recita, the leg in 
Udghattita, and make the Karana of Mattalli. Then make Aksipta 
Karana and Uromandala and finally Katicchinna. 

Paricchinna** ‘ Circumscribed ’ Vs. 214/2-216/1, A. 18. 

Put the two legs in Samapada, then make Paricchinna Karana ; 
make B^ya Bhramaraka with the leg in Aviddha, then make Atikranta 
in the Varna Suci. Make like wise Bhujahgatrasita and finally Karihasta 
and Katicchinna. 

Parivrtta Recita® ‘ Circling about ’ Vs. 216/2-220/1, A. 19. 

The two hands released from Svastika should be placed over the 
head ; then bending the trunk, the right hand is to be whirled round 


a. For “the region of the temple” vide. V. 132. Nikuncita is the same as 
Lina Karana. 

b. The hands in Dola suggest Madaskhalita Karana, the legs in Svastikapasrta 
indicate Mattalli, by Talasahghatdta is suggested Talasamsphotita Karana. 
Valita appears to combine all these three Karanas. 

Some commentators think that Dola and the two succeeding Karanas being 
repeated twice the total is thirteen Karanas, while others hold that all the seven 
Karanas are to be repeated thrice over making a total of twenty-one. 

c. By Maudala Sthanaka is meant the two Karanas, Mandala Svastika 
and Nivesa. By Recita, Unmatta Karana is suggested. 

d. For Samapada vide Samanakha Karana. For Aviddha vide Sambhrtota. 
Varna Suci means Ardha Suci with the left leg. 

e. For 'the hands over the head’ etc., ‘vide Nitamba’; ‘for bending the trunk' 
vide Viksiptaksipta; for Recita vide Unmatta. Bharata Muni gives a gener^d direc¬ 
tion in respect of all Ahgaharas—“The making of the two Karemas Keirihasta and 
Katicchinna on the back of the dancer should be avoided. The Ahgaharas may 
point to all the directions but must end ‘facing the audience’ (Sammukha).’ Parah- 
gmukha’ literally means “facing westward.” Here it signifies turning back. 
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in Recita ; the trunk is to be lifted up and Recita of the hand is to be 
continued. Then make the Lata Karana with the two hands ; introduce 
the Vrscika pose ; then make Recita (of the hands), Karihasta and 
Bhujahgatrasita ; then perform Aksipta with the leg in Svastika, then 
being in Parahgmukha, repeat all the above ; and finally make Kari¬ 
hasta and Katicchinna. 

Vaisakha Recita® ‘ Whirling limbs ’ Vs. 220/2-223/1, A. 20. 

The hands are put in Recita as well as in Apaviddha along with 
the body; again the body is stiffened up in the same position and Recita 
is made; then Nupura of the leg is to be made as also Bhujahgatrasita, 
then Recita and Mandala have to be made in the Nikuncita pose over 
the head of the shoulder; then Urudvrtta, Aksipta, Uromandala, Kari¬ 
hasta and Katicchinna have to be made in the Karana of Vai^kha 
Recita. 

Paravrtta** ' Turned about ’ Vs. 223/2-225/1, A. 21. 

Make Janita of the first (right) hand and stretch out one leg; likewise 
make Alataka and turn the Trika round. The left hand is kept in 
Ancita, and Nikutta made with it in the cheek region. Then make 
Katicchinna. 

Alata® ‘Circling’ Vs. 225/2-227/1, A. 22. 

Make Svastika ; then make Vyamsita of the two hands over and 
over again. Use the Karana of Alata and also tJrdhvajanu, Nikuncita, 
tJrdhvasuci (Ardha Suci), Viksipta together with Aksipta ; then Kari¬ 
hasta and Katicchinna are to be made. 

Parsvaccheda'^ ‘Split side’ Vs. 227/2-229/1, A. 23. 

Make Nikutta of the hands over the chest, perform Urdhvajanu, 
then make Aksipta Svastika, turn the Trika round, put the hands in 
Uromandala, then make Nitamba, Karihasta and Katicchinna. 


a. Head of the shoulder (Bahu Sirsa) indicates Nikutta Karana. Mandala is 
Mandala Stanaka. 

b. ‘Stretching out the leg" is in Sakat^ya. ‘Turning the Trika round’ is in 

Bhramaraka.' ‘The left hand.region’ is Kariliasta. ’The mention of 

the cheek region is an addition to the definition of Karihasta. 

c. The expression ‘over and over again’ indicates that Vyamsita is to be re¬ 
peated between one set of Svastika and another. 

d. By Nikut^ is meant Vrscika Niku(to. 
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Vidyutbhranta® ‘ Sudden Flash ’ Vs. 229/2-231/1, A. 24. 

Put the left foot in Suci, and the right in Vidyutbhranta; then 
make Suci over again by the right and Vidyutbhranta by the left, then 
make Paricchinna and turn the Trika roimd. Then make Lata with 
Katicchinna. 

Udvrtta*’ ‘ Lifted up ’ Vs. 231/2-233/1, A. 25. 

Make Nupura pada with the right foot; stretch the hands down¬ 
wards and place them on the sides and make Viksipta ; also make Suci 
with these hands; turn the Trika round, then make Lata with 
Katicchinna. 

Alidha® ‘ Archer’s pose ’ Vs. 233/2-235/1, A. 26. 

The hands are in Alidha and Vyamsita ; Nikutta is made on the 
heads of the shoulders; the left foot is in Nupura and the right in Alata 
and Aksipta. The hands are in Uromandala. Finally Karihasta and 
Katicchinna are made. 

Recita^ ‘ Whirling ’ Vs. 235/2-237, A. 27. 

Put the hand in Recita, bend the side and make Recita, then bend 
the body in the same pose and make Nupurapada and Bhujahgatrasita . 
then make the Karana called Recita, and then Uromaiidala, then 
Katicchinna also. 

Acchurita® ‘ Taunting Laughter ’ Vs. 238-239, A. 28. 

Make Nupura of the foot and turn the Trika round ; with the hand 
in Vyamsita turn the Trika in Vivrtta, make Ala taka of the leg and at 
the same time make Suci. Then finally make Karihasta and Kati¬ 
cchinna. 


a. The left foot having been mentioned Ardha Suci is meant. By Paricchinna 
is meant the ICarana of Chinna. Lata here means Lata Vrscika. 

b. Vide Bhujangatrasta Recita and Grdhravalinaka. 

c. For ‘heads of shoulders’ vide V. 69. 

d. The Ahgahara has a long commentary. All the Karanas mentioned in this 
are Recitas by the hand. The following is a list of the Karanas conjured up to 
produce this wonderful Ahgahara. 

Aksipta Recita, Bhujangatrasta Recita, Bhujahgancita. 

Vyamsita, Vivartitaka, Sarpita, Talasanghatfita, 

Simhavikridita, Nupura, Dandaka Recita, Vivrtta, 

Garudaplutaka, Dolapadakrama, Vr^abhakridita, Recita Nikutte, Vaisakha 

Recita, Vrscika Recita. 

Vinivrtta, Mayuralalita, Prasarpitaka, Lalita and Cakramandala. 

e. The mention of Nupura and Trika in this Ahgahara indicates Bhramaraka. 
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Aksipta Recita® ‘ Cast off ’ . Vs. 240-242, A. 29. 

Put the legs in Recita and Svastika. Then keep the hands in Recita 
and Svastika as well. Then separate them in the same order. Then 
make again Uiksepana^ by the (hands) in Recita. Then Udvrtta 
Aksipta, Uromandala, Nitamba, Karihasta and Katicchinna are to be 
made. 

Sambhranta^ ‘ Bewilderment ’ Vs. 243-245, A. 30. 

Make Viksipta Karana, the hand and the leg according with the 
action of the face ; make the above along with Varna Suci, the left hand 
being let down loose, the right hand resting on the chest, and the Trika 
folded in (Valita). Make also Nupura, Aksipta, Ardha Svastika, 
Nitamba, Karihasta and Uromandala ; also Katicchinna is to be made 
finally. 

Apasarpita^ ‘Serpentine movement’ Vs. 246-247, A. 31. 

Make Apakranta and then put the hand in Vyamsita; then 
Udvestita and then Ardha Suci; likewise make also Viksipta, 
Katicchinna, Udvrtta and Aksipta, and also Karihasta and Katicchinna 
finally. 

Ardha Nikutta® ‘ Half-shouldered arms ’ Vs. 248-249, A. 32. 

Make the Nupura Pada (first in the Nupura pose) and quickly take 
a step in Aksipta with the two feet according with this foot pace, and 
turn the Trika round ; then make Nikutta (of the hands) and make 
Uromandala over again ; also Karihasta, Katicchinna and Ardha Nikutta 
are to be made. 


a. In whichever Karana the simultaneous action of the two hands or the two 
legs in the combination of Recita and Svastika is mentioned that Karana should 
be performed here also. 

The commentary deals with the following references’—Vs 67 (’) 77 78 80 
99, 107, 110, 115, 136, 151 and 167. • . . . 

By Svastika Recita and Aviddha (V. 67) are meant Prsta Svastika and Diks- 
vastika. 

b. Utk^epana means ‘lifting up’. 

c. The expression ‘hand and leg to accord -with the face’ suggests Ancita 
Gandasuci and Gahgavatarana. By the expression ‘Varna Suci’ is meant Ardha 
Suci and Dandapada. This Ahgahara also suggests Catura Karana. ‘Trika folded 
in’ is Bhramaraka. 

d. Udvestita implies Karihasta. Udvrtta means. Urudvrtta. 

e. By “quickly taking a step” is meant the Karana of Vivartita. Nikutta 
means Nikutta of hands and legs. Wherever this Karana (Nikutta) is mentioned 
it means Nikutta and Ardha Nikutta. 
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The thirty-two Ahgaharas have been thus discussed by me. O 
Dvijas, hereafter you may learn about the four Recitas (or Recakas). 

V. 250. 


Recakas. 

/• 

The first is Pada Recaka, the second is Kati Recaka, the third is 
Kara Recaka and the fourth is Kantha Recaka. V. 251. 

The term Recaka with a slight variation in meaning is used for 
valana also. Recaka is different in import from Udvahana and 
Galana. V. 252. 

Moving from (one) side to (another) with the feet stumbling and 

moving in different (positions) is called Pada Recaka. 

V. 253. 

That is called Kafi Recaka in which there is Udvartana (lifting up 
and whirhng) of the Trika, and Valana of the waist, and backward 
movement as well. V. 254. 

Hasta Recaka is that in which there are Udvartana Pariksepa 
(throwing about round and round), Vikgepa (throwing out), Pari- 
vartana (moving round) and Visarpana (moving obliquely) of the 
hand. V. 255. 

The wise call that Kantha Recaka in which there occur Udvahana 
(lifting up of the head and keeping it in that position), Sannamana and 
Sannata (complete bending) of the side, and Brahmanam (movement). 

V. 256. 

The sacrificial rites of Dak?a were destroyed at twilight by the 
glances of the combined aspect of Siva and Parvati (Ardhanarisvara), 
those of Siva being violent and terrific and those of Parvati delicate and 
graceful. He danced to the accompaniment of Mrdanga, Bheri, Pataha, 
Jhanjhya, Dindima, Gomukha, Panava, Dardura and several other 
instruments which were high pitched in sound. V. 257-59/1. 

Nandi, Bhadra and others of the host of (Siva) having seen him 
(Siva), dance in several Ahgaharas in strict accordance with Laya and 
Tala (harmony and time) and observing the (Pindi Bandhas®) thus 


a. See appendix F. 
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formed hy Him, they (of Siva’s retinue) gave names to the Pijdis and 
also defined them. V. 259/2-260. 

The Pindi for Isvara (Supreme God head Siva) is Isvari, for Napdi 
it is Pattasi, the Pindi for Candika is Simhavahini (She with the lion 
as her mount), the Pindi for Visnu is Garuda, for Brahma the lotus, 
for Indra the white elephant, for Manmadha (the God of lov^ hsh, 
for Kumara the peacock, for Laksmi personal beauty, for the Ganges 
continuous flow, for Yama (the God of death) Pasa (the chord with 
which life is pulled away from the body), for Varuna (ram God) river, 
for Danadha (God of wealth) Yaksi, for Balarama (brother of Krspa) 
Hala (plough). The Pindi for the hooded reptile is the snake, ihe 
great Pindi that destroyed the sacrifice of Daksa is Ganesvari (elephant¬ 
headed God). The Pindi for the slayer of Andhaka is Raudri who has 
the likeness of a Trident. In the same manner the other Gods have 

, . n* J* Vs. 

their own Pindis. 

The Recakas and Ahgaharas and Pindi Bandhas having been thus 
created by Siva were given away to Tandu Muni (Nandi). Thereafter 
all dances accompanied by good music came to be known 

The Rsis asked Siva ‘ Gesticulatory action has been created for 
the realisation of its object. What is the purpose of Nrtta . It has no 
relation with the subject matter of the song, nor does it appear to be 
the representation of the meanings of words. Why then is Nrtta per¬ 
formed in singing and Asarita ? ’ In repljt it was stated that Nrtta does 
not look-to the meanings of the words (of the song) but it is practised 
as it enhances the elegance and excellence of singing. Usually Nrtta, 
by its very nature, is pleasing to the whole world. Vs. 268/2-271. 

It is highly esteemed as betokening auspiciousness in marriages and 
their attendent functions, and at the birth of sons. V. 272. 

It is also practised as a source of merriment. These (dances) hav¬ 
ing been widely taught and practised were copied by the Titans. 

V. 273. 

Those parts of the dances that were suited to music were taught, 
along with Tandava, by the great God to Tandu. V. 274. 

Let the dance be performed with proper musical accompaniment. 
The rules ordained for Tandava relate to the praises of Gods. 

V 9.7 .'i 




MUSICAL ACCOMPANIMENTS OF DANCE 


59 


I shall give in detail the rules relating to Tandava in all its deli¬ 
cate and superfine performance, to the evolution of Sringara Rasa 
from it and to its accompaniment with Vardhamanaka (Tala).® 

Vardhamanaka is so called because of the harmonious development 
of its Kalas and letters,*^ and also because of the prosperity (that it 
brings) to the dancer. Vs. 277/2-278/1. 

O, best of Dvijas, the Kutapa Vinyasa® has first to be performed 
as ordained by the rules, and then the performers may proceed with 
Asarita practices. Vs. 278/2-279/1 

Thus making Upohana** to the accompaniment of stringed musical 
instruments, vocal music, and Bhanda,® the lady dancer has to make 
her entry. Vs. 297/2-280/1 

Where a song has to be represented in Ahhinaya there should be 
no accompaniment of instrumental music. Bhanda Vadya is ordained 
for the performance of Afigaharas. Instrumental music, which is well 
harmonised, well timed, enjoyable, and attuned to the Nrtta should be 
used in Tandava by those skilled in the use of such instruments. 

After the performance of music, vocal and instrumental, the 
danseuse should retire. Vs. 283/2-285. 

The others^ also make their entry in the same manner. The dancers 
who form the Pindi come thereafter. Till the Pindi is formed the 


a. From the commentary it appears that Vardhamanaka is a species of Tala 
(keeping time). It relates to the Purva Rahga rites. 

b. Tala appears to be a technical expression used in measuring the dura¬ 
tion for keeping time. The idea underlying letters is also the same. There are 
special measures for the period intervening between the first tinkling of the cym¬ 
bals and the next. For example in Trsra the interval is equal to the time taken 
to utter three letters, In Catura four letters and so on. 

c. Kuta means sound; that which sustains this sound is Kutapa. Kutapa is 
of four kin^:—Tata, (stringed instruments), Anaddha^ (drums sounded by the 
fingers or sticks), Susira (wind instruments) Ghana (cymbals made of bell metal). 

d. Upohana means “humming a tune” before singing it aloud. 

e. Bhanda is a musical instrument resembling a drum. The commentary 
identifies Bhanda with Puskara (an instrument belonging to the drum species). 
Since Bhanda is of the class of instruments designated as very pure, it is used on 
this occasion. Probably the Bhanda is a drum made of a long earthenware jar the 
mouth of which is covered with some stiff membrane. We may point out that such 
drums are carved close to the Karanas in the Western Gopuram of the Cidam- 
baram temple. 


f. The commentary draws attention to the fact that the rules laid down in this 
and the succeeding verses, relate only to the danseuse and not to the dramatis 
personae. 
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The origin of the several Pindis is different. Vs. 297/2-298/1. 

O, Sages, whose wealth is penance, the Vardhamana is to be per¬ 
formed in this manner. I shall set forth the rules relating to Qrtas® 
and Chandakas, and also those that relate to such other things as are 
associated with the movement of the body and the limbs. I shall 
also mention the songs, the dances and the musical instruments appro¬ 
priate to them. The Nartaki appears on the stage to the accompani¬ 
ment of all the Bhandas ; she makes Ksepa attuned to the music of 
stringed instruments. A Gita comprehending aU things has first to be 
performed in Abhinaya. The same thing has again to be represented 
in the dance. Vs. 298/2-302/1. 

The rules laid down heretofore for dance, Abhinaya and music 
in Asarita are to be applied to Gita also. The rules about Gitas 
dealing with Vastu (subject matter) are the same as those described 
above. Vs. 302/2-303. 

Now listen to the definitions of Gitas appropriate to Tandava. 

V. 304/1. 

The rules prescribed for Nrtta, Abhinaya, and Vadya in respect of 
their subject matter should also be applied to Chandakas associated 
with the limbs and the body. V. 304/2-305/1. 

Vadyam (instrumental music) is of two kinds ; the first consisting 
of heavy letters and the second of light letters. 

Where the body and limbs move backwards frequently, then the 
first*’ has to be represented by Abhinaya and the rest have to be com¬ 
bined with the dance. Vs. 306/2-307/1. 

The music to be used in this connection should be one comprising 
Tripani® and Laya. The players on musical instruments should time 
them with due observance of Laya. Vs. 307/2-308/1. 

Vadyam is of three kinds : Tatva, Anugata, and Ogha. Tatva is 
to be used in Sthira (fixity). Anugata in Madhya (middle) and Ogha 
in repetition. This is the rule relating to Vadya. The limbs are to be 


a. Gitas are a class of doggerel called Madrakas, they are vulgar songs origi¬ 
nating from Madra. 

b. First means Avarta. 

c. Tripani is three Panis. Pani is a unit of measurement. 

Verses 308/2—311 are superfluous. They are interpolations. 
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turned about in accordance with the song of Chaijda. This rule is to 
be observed invariably in Nrttabhinaya Vadya. Vs. 308/2-311. 

These are the rules to be observed in all Gitas and Asaritas. They 
are appropriate to the praises of God and are delicate and elegant. 

V. 312 


The intimate conversation born of the amorous disposition of men 
and women, and of the quintessence of aesthetic sentiment is known as 
Sukumara. 


I shall now narrate in which states of feeling Nrtta should be used 
by the dancers. O, Dvijas listen to me. V. 314. 

In Ahgavastunivrtti, Vamanivrtti and in Abhyudaya Nrtta 
should be used by those skilled in it.® V. 315. 


Nrtta should be used whenever there is an occasion to mention the 
amorous disposition of a married couple; such Nrtta should be crea- 
tive of pleasure. 

It is also desirable that (in the case of a Svadhina Bhartika)'’ 
there should be some dance appropriate to the occasion and the song 
only when the dancer’s beloved person is present. V. 317. 


When the actress in any dramatic performance is (representing) 
a Khandita® or Vipralabdha'* or Kalahantarita,® no dance should be 
performed. V- 


There should be no dance in the case of the actress whose hus¬ 
band is away, and who is engaged in a confidential conversation with 
her maid.* 


a. Vastu means subject matter, and seems to indicate here such singing and 
dancing as are prescribed for delicate and superfine compositions. 

Varna Stayi is a fixed position or pitch in music. 

Nivrtti seems to indicate cessation. Abhyudaya means festivity, prosperity, 

etc. 

b. Svadhina Bhartika is a wife who has complete control over her husband. 

c. Khandita is one who discovering the infidelity of her husband becomes 
angry with him. 

d. Vipralabdha is a lady to whom the lover sends the confidant with a message 
appointing the time and place of their meeting^ but ultimately disappoints her. 

e. KalahSntari is a woman whose husband forsakes her as the result of a love 
quarrel. 

f. The commentary says that this applies to a lady who feels keenly the ab¬ 
sence of her husband. ■ ■ 



MUSICAL ACCOMPANIMENTS OF DANCE 


63 


There should be no dance by a lady who is dependent on the con¬ 
fidante. (There should also be no dance when the lady is ‘unwell’). 

V. 320. 

In those (dramatic situations) in which the lady (actress) seems 
to be propitiated, dance should be gradually introduced. V. 321. 

Dance should be performed with all the Angaharas dedicated to 
Siva® in all dramatic situations appertaining to the praise of Gods. 

V. 322. 

Wherever the singing relates to the sexes and is associated with 
the erotic sentiment, the Angaharas dedicated to the Devi** alone 
should be performed. V. 323. 

I shall (now) discourse on the rules relating to Bhanda Nrtta when 
it is performed in Narkuta, Khanjaka, Parigitaka, associated with 
Catu§pada. V. 324. 

In that Catu^pada which is combined with Khanjaka and Narkuta 
the Bhanda is accepted at the end of the Pada. V. 325. 

At the close of a Pada of Dhruva associated with Canda having 
equal feet and letters, there should be a Graha with the forefingers. 

V. 326. 

In making a (course in) vocal music and Ahhinaya, and in making 
again a Pada Nivrtti, the Bhanda (instrumental) music should be 
employed. 

Bhanda Vadya should be used in the following cases also. 
Angavastu Nivrtti, Varnantara Nivrtti and Upasthapana. V. 328. 

In such other dances as are Antaramarga, and also as are accom¬ 
panied by stringed instruments, vocal music and Karanas, Suci may be 
used along with Bh^da. 

Whoever performs these actions of Mahesvara will become a pure 
soul absolved of all sins, and vrtll attain Siva Loka (the abode of 
Siva) . V. 3 . 

Even so were created the rules of Taridava by those performing 
it. 


a. The Angaharas specially appropriate to Siva are Vidyutbhranta, Garudap- 

luta, Nisumbhita, etc. , , , . , 

b. The commentary mentions Talapu 5 paputa, Lina and Nitamba for such oc¬ 
casions because they are the favourites of Devi. 
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CHAPTER in 

GLOSSARY 

LIST OF ABBREVIATIONS 

A.C. 

Akasa Cari 

Leg action above the ground. 

A.H. 

Asamyuta Hasta 

Single hand (action). 

B. 

Bhr 

Eye-brow (action). 

B.C. 

Bhaumya Cari 

Leg action on the ground. 

Dr. 

Drsti 

Glance. 

Gr. 

Griva 

Neck (action). 

J. 

Jangha 

Calf (action). 

K. 

Kati 

Waist (action), 

Mj. 

Mukhaja 

Expression of the face. 

N.H. 

Nrtta Hasta 

Hand (action) in dance. 

P. 

Puta 

Eye-lid (action). 

Ps 

Parsva 

(Action of the) sides. 

Pd 

Pada 

Foot (action). 

S 

Sira 

Head (action). 

S.H. 

Samyuta Hasta 

Double hand (action), 

T 

Tara 

Eye-ball (action). 

U 

Uras 

Chest (action). 

Ud 

Udara 

Belly (action). 

Ur 

CTru 

Thigh (action). 


[N.B.—1. The glossary is intended to explain only the technical 
terms contained in the definitions of the Karanas and Angaharas. 

2. Very often the same name is used by Bharata for the movements 
of several limbs. No benefit can be derived from the glossary if it 
be not first determined which limb a given term refers to. 

3. The Roman and Arabic numerals at the close of the definitions 
indicate the chapter and verse of the Natya 6aiStra (Gaekwad’s Orien¬ 
tal Series).] 

A. 

Abhugna U The back is raised and lowered alter¬ 

nately ; the hands are let dowm loose. 
These actions are to be repeated. (IX. 
224). 

Abhyantara 

Apaviddha This is not an independent action. The 

expression is used in the definition of 
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Cakra-mandala. It means “making the 
Apaviddha action with some space be¬ 
tween the legs 


A^ffita 

A.C. 

Padagratalasancara (moving on the tip 
of the sole) of one leg is made in front 
or at the back, with the other leg en¬ 
twining it. (X. 23). 

Adhogata 

S 

The head is bent down. 

Adhuta 

S 

The head is moved obhquely. (VIII. 27). 

Adhyardhika 

B.C. 

The left foot follows the right and the 
right is drawn backwards. (X. 17). 

Agra Tala 

Pd 

The head is raised and the big toe is 
stretched outwards and the other toes 
are stretched obliquely. (IX. 273 & 274). 

Akampita 

S 

The head is moved up and down verti¬ 
cally. 

Ak§ipta 

N. H. 

The Viksepa action is to be reversed. 

Akpipta 

A.C. 

Bend the right leg, lift it up and move 


it about. (X. 37). 


This is a special body movement refer¬ 
red to in IV, 152, including Aksipta of 
the hand, trunk and leg. The commentary 
says that this is possible only in Udvrtta 
Cari. 

N.H. The commentary in defining this diffi¬ 
cult action says : “ The left hand is plac¬ 
ed on the chest, the right hand is put in 
Vyavarta all over (i.e., above the dan- 
seuse and on her sides) and then in 
Recita (as in Hamsapaksa); then it is 
brought to the chest region with the 
fingers pointing downwards. Then the 
hand is put in Ancita, Recita and Apa¬ 
viddha. 

B.C. The primary action, Svastika of the legs 
(crossing of the calves) is made first, 


Ak$ipta 


Akpipta Recita 


Ak$ipta Svastika 
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and is then followed by Aksipta of the 
leg. 


Alapadma or 
Alapallava 

K 

Alapadma of the hands is made in the 
region of the waist. 

Alapadma or 
Alapallava 

A.H. 

The fingers are turned round in the palm 
without touching one another. (The 
turning roimd of the fingers appears to 
be done in such a way that the audience 
can see the nails throughout the action). 
(IX. 92.) 

Alata 

A.C. 

The (right) leg is stretched backwards 
and then it is circled towards the left. All 
the time there is some space between 
the two legs. Finally the heel is drop¬ 
ped on the ground. (X. 41). 

Ali^a 

(Sthanaka) 

Make Mandala SthSna and in that posi¬ 
tion stretch out the leg by five Talas. 
(X. 67 & 68). 

Alokita 

Dr 

The look is forcible and sudden. (VIII. 
108). 

Ancita 

S 

The head is slightly bent to one side and 
is also slightly shaken. (VIII. 31). 

Ancita 

N.H. 

First make Karihasta, and then put the 


hand in Ardha Svastika. The hand in 
this posture is placed over the nose and 
lifted up and stretched out. The word 
sometimes means “ moving the fingers 
or toes slowly and gently, with the palm 
or foot pointing downwards.” 


Ancita 

Pd 

All the toes are stretched out. (IX. 276). 

Angika 6akha 


Angika means ‘ relating to the body 
The major divisions of Abhinaya are 
four : 1. Angika, 2. Vacika, 3. Aharya 
and 4. Sattvika. Angika (relating to the 
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body) is of three kinds: 1. garira (of 
the body), 2. Mukhaja (Facial expres¬ 
sion) and 3. Cesta (action or move¬ 
ment) .. Ahgika Abhinaya relates to 
some portion (Sakha) of the body. 
Thus Arigika Sakha is not an action by 
itself but merely indicates a portion of 
the body. 


Anjali 

S.H. 

This is made by bringing together the 
two hands put in Pataka Hasta (The 
two palms are in contact as in making 
Namaskaram). (IX. 128). 

Anuvrtta 

T. 

The eye-balls are moved quickly up and 
down. 

Apakranta Krama 

AC. 

Make a fold of the thigh, raise up the 
bent thigh and place it on the side. 
(X. 31). 

Apasrta 

Ps 

Release the limbs from Vivarta (IX 238). 
(Gaekwad Edn.). Lead on to Vivarta 
(Nirnaya Sagara Edn.). 

Apavartita 


This is not an independent action. It 
simply means turning (the hand) the 
other way. 

Apaves^ita 


This is a finger action in which the fin¬ 
gers are stretched downwards. 

Apaviddha 

AC. 

The commentary says that this is the 
same as Baddha Cari. 

Apaviddha Suci 

A.H. 

Put the hand in Sarpa Sira, and stretch 
out the middle finger with the thumb 
touching it. 

Apovestita 


This is the opposite of Udvestita and 
may be taken as equivalent to Aves^a. 

Arala 

A.H. 

The fore-finger is bent like a bow, the 
thumb is also bent, and the remaining 
fingers are stretched upwards. (IX. 46). 
P. 85, Fig. 123. 
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Arala Khataka- 
miikha 

N.H. 

Make Arala of one hand and Khataka- 
mukha of the other. 

Ardha Candra 

A.H. 

All fingers excluding the thumb are 
brought close to one another and bent 
like a bow. (IX. 43). P. 85, Fig. 124. 

Atikranta 

B.C. 

Bend the leg, lift it up, stretch it out in 
front and drop it down geritly (X. 30). 

Atikranta 

(Krama) 

B.C. 

Same as Atikranta. ‘ Krama ’ means 
‘ pacing or walking ’. 

Avadhuta 

S 

The head is brought down once. 

Avahiddha 

S.H. 

First put the hands in Sukatunda, bend¬ 
ing them with the finger tips pointing 
towards the chest, then slowly lower 
them. (IX. 156). 

Avalokita 

T 

The eye-balls look downwards. 

Avarta 

N.H. 

The hands are put in Dola. 

Avarta 


The bent leg is extended and then 
quickly retracted. 

Avartita 

N.H. 

Make the action of Alapallava and place 
the hands on the thigh after making Vya- 
varta and Parivarta. 

Avartita 

J 

The left leg is moved to the right and 


the right to the left. 

Avestita (Fundamental Hand Action) 

The fingers of the hand commencing with 
the forefinger and ending with the little 
finger are gracefully curved towards the 
palm. 

Aviddha N.H. This is synonymous with Aviddha Vakra. 

Make Pataka of the hands first, then 
make Avarta gracefully touching the 
shoulder, the tips of the elbows, and the 
ends of the shoulders successively. 

A.C. Make Svastika of the legs and release 
them. In that position bend the right 


Aviddha 
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Aviddha Vakra 
Avrtta 


Baddha Cari 


Bahya Bhrama- 
raka 


Bhramara (or 
Bhramaraka) 


Bhunjafiga 

Trasita 


Ca§a Gati 


Catura 

Catura 


Caturailra 
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leg and stretch it out (as though pierc¬ 
ing through). 

Vide Aviddha. 

N.H. Arala and Khataka of the hands placed 
on the thigh and then on the back of the 
thigh constitute an Avrtta. 

B. 

B.C. The two calves rub against each other 
making Svastika. This is followed by 
Valana of the thighs. (X. 21). 

This is not an independent action. It is 
simply the Bhramara action of the left 
leg. 

A.C. Make Atikranta Krama of the right leg. 
Turn the Trika round and round stand¬ 
ing on the sole of the left leg. 

A.C. Lift up the bent leg (carry it with the 
heel towards the Trika) and spin the 
other thigh (X. 42). 

C. 

B.C. The right leg is stretched forward and 
then drawn backward ; the left should 
move forward when the right is stretch¬ 
ed backward, and backward when the 
right moves forward. ‘ Casa ’ is the Jay, 
and ‘ Casa Gati ’ is the gait of that bird. 
(X. 18). 

Vide Udghattita. 

A.H. The little finger is raised upwards, the 
other three are stretched out with the 
thumb touching the middle finger. 
(IX. 93). P. 85, Fig. 125. 

S.H. The two hands are put in Khatakamukha 
pointing towards the audience and at a 
distance of about eight inches from the 
chest of the dancer. The elbows and the 
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shoulders are kept as though balanced. 
(IX. 184). 


Chinna 

K 

The middle of the waist is so folded in 
that it looks as though the waist is split 
into two portions. 



D. 

Danda Hasta 

N.H. 

Make Hamsa Paksa of the hands. Put 
them in Vyavarta and Parivarta and 
stretch out the shoulders. 

Danda Pada 

A.C. 

Make Nupura of the foot and stretch it 
out in front. Then make Aviddha. 

Danda Paksa 

N.H. 

Put the hands first in Hamsapaksa, then 
make Vyavrtta and Parivrtta. Stretch 
out the shoulders. One of the hands 
put in Hamsapaksa is gracefully moved 
to the region of the chest from the side 
and at the same time the other is passed 
round the dancer’s body. (IX. 202). 

Dhuta 

S 

Whirl the head slowly. 

Dola 

S.H. 

The arms and shoulders are let down 
loose and free. The Pataka of the hands 
is released. 

Dola Pada 

A.C. 

First bend the leg, and then swing it 
from side to side, then drop it on the 
heel. (X. 36) . 

Druta Krama 


This is not an independent action. It 
is only a direction for making Alata 
Cari. Druta means ‘quickly’ Krama 
means ‘pace’; Druta krama is ‘a pace 
taken quickly.’ 



E. 

Sda Kridita 

or 

B.C. 

Put the legs in Talasancara and then 
jump up and down. 


Slaka Krista 
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Hamsapaksa 

Hamsapaki^a 
Druta Bhrama 

Harinapluta 

Janita 

Kampita 

Kapiddha 

Karihasta 

Kesa Bandha 
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A.H. The thumb is bent, the little finger is 
stretched straight up, and the other 
fingers are also well stretched out. (IX. 
106). P. 85, Fig. 126. 

Vide Hamsapaksa. The words Druta 
and Bhrama merely indicate that the 
hands in the Hamsapaksa action should 
be moved round and round quickly. 

A.C. Make Atikranta with the right leg. 

Jump up and throw down the leg. Then 
bend the left calf, and throw it back¬ 
wards. (X. 43) . 

J 

A.C. This is the root action of all the gaits 
and hence its name. The closed right 
fist is placed on the chest and the leg is 
kept in Talasancara. (X. 25). 

K. 

6 Shake the head vigorously up and 

down. 

A.H. Make Sikhara first and then place the 
fore-finger on the crest of the thumb. 
P. 86, Fig. 127. 

N.H. The right hand in Pataka is put in Lata 
and is lifted up and waved from side to 
side. The left hand is put in Tripataka 
and is placed over the ear (as though 
it were an elephant’s trunk). 

N.H. First put the hands in Pataka and then 
place them gracefully on the sides. 
Then lift them up to the head, bring 
them dovm to the region of the poste¬ 
riors, and lift them up again to the 
head. (This Hasta is so called because 
the hair is touched in the course of the 
action). (IX. 197) . 
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Khatkamukha A.H. Make Kapiddha, and lift up the curved 

ring finger along with the little finger. 
(IX. 60). P. 86, Fig. 128. 

J This consists in throwing the calf down¬ 

wards (IX. 260). 

The right heel is raised above the 
ground, the toes are bent downwards, 
and the waist is slightly bent. (IX. 277 
& 278) . 

This is not an independent action. It 
is only a description of the position of 
the leg. It means bending the leg so as to 
expose the nether surface of the toes. 

L, 

First put the hands in Pataka, and in 
that pose stretch them obliquely at the 
sides, and then backwards. (N.B. Some 
authorities prescribe Tripataka for this 
Hasta). (IX. 198). 

Same as Lata. 

Lata Recita S.H. The two hands are stretched obliquely 

on either side of the dancer (as though 
the hands were creepers hanging down 
loose). This is the Lata pose. In Lata 
Recita the left hand is in Lata and the 
right is whirled round and round. 

Lolita S The head is moved in all directions. 

(VIII. 37). 

M. 

The resultants of the combinations of the 
several Caris are called Mandalas. 

A.C. The wheeling round of the leg in cir¬ 
cular motion touching the head all 
round is Mandala Aviddha. 

Mandala Sthanaka The two legs are placed apart at a dis¬ 

tance of four Talas from each other. 


Mandala 

Mandala Aviddha 


Lata N.H. 


Lata Hasta Vilolita 


Kuncita A.C. 


Kuncita Urdhava Lata 
or 

Kuncita tJrdhava 
Latanguli 
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Mattalli 


Musti 


Nata 


Nata 


Nihancita or 
Nikuncita 

Nikiincita Ardha 
Yoga 


Nimesa 
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They are put in Tryasra and bent on 
their sides, the waist and the knees be¬ 
ing in a line. (X. 65 & 66) . 

B.C. Make reeling and whirling movements 
to and fro with the two legs. Keep the 
hands in Udvestita and Apaviddha. (X. 
28). 

A.H. The fingers are placed in the palm rest¬ 
ing on their tips and the thumb is 
placed over the closed fingers. (Boxing 
fist). (IX. 55). P. 86, Fig. 129. 

N.- 

J Bend the knees. Put the calves in 

Svastika and alternate them as in 
Avartita. (IX. 259 & 260) . 

Pi The waist is well bent, the side is slightly 
bent and the arms are fully stretched 
out by the side. (IX. 235) . 

S The head touches the hump of the 

shoulders and the eye-brows are slightly 
curved. 

The name is not indicative of any de¬ 
finite action. The meaning probably is 
‘by combination of half the action of 
Nikutta.’ The text in the Nirnaya Sa- 
gara edition reads “ Nikuttita Ardha 
Bhagena.” But if the reading of the 
Gaekwad edition is to be accepted, then 
Nikuncita and Nikutta should be treat¬ 
ed as synonymous. (Kuficita means 
‘bending’ and Nikuncita is “well bent ”. 
Half Nikuncita is the same as half 
Nikutta). 

P The eye-lids are closed. The separation 

of the eye-lids is Unmesa, extending 
them is Prasrta. Unmesa and Nimesa 
are sometimes known as Unmilana and 
Nimilana, 
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Ninulita 

Nitamba 

Nitamba 

Nupura 

Padma K5sa 

Padogratalasancara 

Padoncita 

Paksa Pradyotaka 
or 

Pak§a Vancita 

Pallava 


P Closed (eyes). 

N.H. Put the two hands first in Pataka and 
in that posture place them on the 
shoulders, and then bring them down 
gracefully to the posteriors. (IX. 196). 

Ps This is not an independent action. It 

suggests the alternation of the right leg 
and hands with the left and carrying 
them down to the Nitamba region (or 
to the posteriors). 

A.C. The leg in Agra Tala is put in Ancita 
from behind, and is then suddenly 
dropped on the ground. (X. 35) . 

P. 

A.H. Make Suci Mukha keeping all the 
fijigers wide apart. Bend them slightly 
and raise them again. (In making 
this movement not even the finger-tips 
should touch one another). (IX. 79 & 
80). P. 86, Fig. 130. 

Pd The heel is raised, the big toe is stretch¬ 
ed out and the other toes are bent and 
moved slightly. 

Pd Keep the heel firmly on the ground, and 
move the toes slightly. (Padoncita 
means ‘leg in Ancita,’ Ancita means 
‘slightly moved’). (IX. 276) . 

The hands are put in Tripataka and 

N.H. placed over the elevated portion of the 
waist. Then they are turned aside. (IX. 
200 & 201 ). 

N.H. Make Pataka of the hands. Put them 
in Svastika across the wrists. Release 
the Svastika but retain the Pataka. 

S Turn the head back. (VIII. 34). 


Paravrtta 
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Parivahita 

S The head is moved from side to side. 

(VIII. 18, 26 & 28). 

Parivarta (Fundamental The fingers are moved out of the palm 

Hand 

Action.) upward and outward beginning with 
the little finger and ending with the fore¬ 
finger. (IX. 218). 

Pariv£ud;ita 

Gr. The neck is moved gracefully in a 

crescent form right to left and left to 
right. 

Parivrtta 

K Spin the Trika on its own axis (as in 

Valana). 

Parivrtta 

J This consists in leading the calf in 

opposite directions. 

Parivrtta 

S.H. Bring the hands to the sides in front. 

Parsva Kranta 

Make Parsva Kranta (X. 32), which 

Krama 

is lifting up the bent (right) leg so that 
the knee comes up to the level of the 
breast. Make Udghattita of the same 
leg, that is, drop the leg on the ground 
so that the tip of the sole touches the 
floor. 

Parsva Nata 

Ps Vide Nata. 

PSrsva Parsva Dola 

A.C. Lift up the bent leg and swing it from 

side to side. 

Plursva Sama or 

Vide Parsva Nata. 

Sama 

This is not an independent action. It 

Parsva Sthana 

is probably another reading for Parsva 
Kranta. The literal meaning of the 
expression is “ place the leg by the 
side.” 

Pataka 

A.H. All the fingers are close together and 

are fully stretched out. The thxmib 
is bent at an angle and is so placed 
that it touches the outer edge of the 
fore-finger. This is the primary unit of 
all Asamyuta hand actions. P. 87, Fig. 
131. ■ ... . 
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Patakanjali 

S.H. 

Both the hands are put in Pataka and 
brought together. (IX. 128). 

Pralambita 


This is not an independent action. The 
hands are hung down to the full 
extent. 

Pralokita 

T 

Move the eye-balls from side to side. 

Prasarana 

A.H. 

The fingers are stretched out. 

Prasarita 

K 

Expand fully. 

Prasarpa 

Pd 

Move one foot slowly on the ground to¬ 
wards the other. 

Prodvestitatala 

N.H. 

The hand in Tripataka is raised to the 
ears and put in Udvestita (pointing 
downwards). 

Puspaputa 

S.H. 

First make Sarpasira of the two hands 


with the fingers touching one another. 
Bring them close together so that they 
form a basin. 


R. 

Recita Bharata says that in a sense Valana 

may be called Recita. Recita of the 
various limbs consists in whirling or 
moving them about. Recaka also con¬ 
sists in lifting up and moving about. 
(Recita and Recaka are synonymous). 

Recita of the neck—“ Raise up the 
neck, keep it erect, then bend it well, 
bend it to a side and move it roimd 
and round.” 

Recita of the hand—“ Lift up the hand, 
throw it about, move it round and 
round and draw it back.” 

Recita of the fingers—“ The fingers are 
moved round and round.” 

Recita of the waist—“ Lift up the Trika, 
spin the waist round and round and 
move it backwards.” 



78 TA^AVA LAKSANAM 

Recita of the leg—“ Moving from side 
to side, tripping and moving the feet in 
different wrays, is Recita of the leg.” 

Rahula defines Recita thus : ‘The seve¬ 
ral and independent whirling actions 
of the neck, the two hands, the waist, 
and the two legs constitute Recita.” 


S. 


Saci 

T 

The eye-ball is moved obliquely to the 
corner of the eye and the look is direc¬ 
ted through the eye lashes. 

Sama 

T 

Steady, even look. 

Sama Pada 


The two legs are placed on the ground 
in the natural posture. 

Sannata 

S 

The head is well bent in Nata. 

Sannata 

S.H. 

The two hands in Pataka are hung down 
loose. 

Sannata 

Ts 

This is not an independent action. It 
is merely Parsva Nata well done. 

Sarpa Sira 

A.H. 

This is the Pataka action of the hand 
with depression in the palm. (This hand 
is so called because it looks like the 
hood of the cotra). P. 87, Fig. 132. 

Sikhara 

A.H. 

Start with the Musti hand, release the 
thumb and lift it up. P. 87, Fig. 133. 

Siro Ghrsta 

A.C. 

Bend the leg fully behind, move it like 
a wheel, touch the head in the course 
of the action, and then stretch out the 
leg. 

Skhalitapa^fta 


This expression is vague. Its literal 
meaning is ‘tripping and withdrawing.’ 

Stitavarta 

B.C. 

With the legs apart drag the right foot 


on the ground with the heel raised and 
the toe alone touching the ground. 
Stretch out the left leg. When this 
-action is performed the jingling anklets 
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produce a pleasant musical sound. The 
body should be kept erect in this action. 


Suci 

A.C. 

Lift up the bent (right leg), stretch it 
up to the knee, and let it down after 
having brought the toes to a point. 
(The foot in this action is believed to 
look like a Suci or needle). 

Suci Pada 


Suci mentioned in IV. 132, is not a Cari. 
It is a peculiar foot action defined in 
IX. 279 & 280. 



The right heel is lifted up and poised 
on the tip of the big toe, the left heel 
is in the natural posture. 

Suci Laksana 

or 

Suci Mukha 

N.H. 

The hands are put in Sarpa Sira with 
the thumb touching the middle finger. 
Then the hands are stretched out obli¬ 
quely. 

Suci Viddha 

A.C. 

Bend the leg, lift it up, stretch it above 
the knees and then drop it in front on 
the tip of the foot. 

Suci Viddha 


As defined in IV, 139, this means pier¬ 
cing or touching the second foot (pro¬ 
bably the left) with the first, the latter 
being in Suci Pada. The hands are 
placed on the chest and waist. 

Sucyasya or 

Suci Mukha 

A.H. 

Make the Khataka hand, and stretch 
out the fore-finger. P. 87, Fig. 134. 

Sukatunda 

A.H. 

Make Arala Hasta with the ring-finger 
crooked like a parrot’s beak. P. 88, Fig. 
135. 

Svastika 

N.H. 

Make Talamukha, and cross the wrists 
in the form of a Svastika. Then sepa¬ 
rate the hands and throw them about. 

Svastika 


This is not an independent action. Svas¬ 
tika of the legs is made by folding in 
the calves and crossing at the ankles. 

Svastikapasrta 


Release Svastika of the legs. 
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T. 


Tala 


“ A fourth of each man’s fist is an inch 
for him. Twelve such inches make a 
Tala.” 

Talagra 

Talagra Agra 

Tala Sahcara 

Pd 

The foot is poised on the tip of the sole. 
This is the same as Tala Sancara (Vide 
Padogra Tala Sancara). The word 
“ Talagra Agra ” means ‘the end of the 
sole or palm.’ 

Tala Mukha 

N.H. 

Put the hands first in the Caturasra, 
then make Hamsapaksa and then place 
them obliquely facing each other. 

Tala Sahghattita 


This is a part of Udghattita Karana. 
The commentary defines it thus : ‘ Let 
the palm he firmly and closely packed.’ 

Tala Samsphotita 


This is a part of the Karana of that 
name. It means clapping the hands. 

Talavynta 


Vide Udvrtta. 

Tilaka 

N.H. 

The hand is put in Khatakamukha and 
is then taken to the forehead. The 
middle finger is stretched out. 

Tripataka 

A.H. 

First make Pataka and then bend the 
ring-finger. P. 88, Fig. 136. 

Tryasra 

Gr 

The neck is bent to a side as though 
under a weight. 

Tryasra 

Pd 

First put the legs in Sama Pada, then 
touch the middle of the left foot with 
the right heel, the big toe pointing out¬ 
ward. 



U 

Udghattita 

Pd 

Stand on the tip of the sole and then 
drop the heel on the floor. 

Udvahita 

J 

This consists in carrying the calf up- 


ward. 

U The chest is heaved up. 


Udvahita 
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Udvestita 


Udvestita 

Udvrtta 


(Fundamental hand action). The fingers 
bent in Avesttita are opened out in the 
same order. The wrist makes a grace¬ 
ful curve in relaxing the fingers. 

N.H. The hands are lifted up. 

A.C. First put the right leg in Aviddha and 
in that position approach and touch the 
region of the thigh of the other leg with 
the heel. Jump up in that posture and 
drop the leg down. Repeat the action 
with the other leg. 


Udvrtta 


Put the two hands in Hamsapaksa and 
then in Vyavrtta (IX. 185). This action 
is also known as Talavrnta. 


Ulbana 

N.H. 

Ullokita 

T 

Unnata 

Ps 

Ordhva Janu 

A.C. 

Urdhva Mandala 

N.H. 


The tips of the hands are raised in Ala- 
pallava and then stretched out. 

The eye-balls are lifted up and then 
brought down. Bharata’s definition is 
“ Looking upward.” 

Parts of the body other than those put 
in Nata, are put in a posture which is 
the opposite of Nata (The waist, side, 
arms and shoulders are elevated). 

Lift up the bent leg and place it on a 
level with the breast. 

The definition in the text is crjrptic. 
The commentary says that in this pose 
the hands should start from the region 
of the chest and be lifted backward and 
upward to the forehead by the side. 
Then they should be stretched out and 
moved in a circle. 


tirdhvapavestita 
Orna Nabha 


The hands are lifted up in tJrdhva 
Mandala. 

A.H. The fingers should first be held in 
Padma Kosa and then they should be 
bent. P. 88, Fig. 137. 
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Uromandala 

tironirbhugna 

Utksipta 

Uttana 

Uttana Vancita 

Vaisakha Sthanaka 

VaisMva Sthanaka 

Valana 

Valita 

Valita 

Valita (or Valana) 
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N.H. The right hand is put in Udvesta, the 
left in Apavestita, and both are moved 
simultaneously round and round over 
the region of the chest. 

U Keep the chest firm and elevated, the 
back sunken and the shoulders stiff. 

S The head is lifted up and the eyes are 

turned upwards. 

This is the act of placing the hands with 
the palm upwards. (The opposite 
action is called Nyancita). 

N.H. The wrists and shoulder-heads are to be 
shaken slightly. The hands are put in 
Tripataka and bent obliquely. 

V. 

The legs are placed three and a half 
Talas apart. The thighs are also at the 
same distance from each other. The 
legs are in Tryasra to a side. 

The feet should be two and a half Talas 
apart. One leg should be in Tryasra, 
and the other on the side with the calf 
slightly bent. The body should be in 
Saustava (Vide. Foot note for IV. 60). 

Ud When the knee moves into the space 
between the thighs, Valana is produ¬ 
ced. 

Turning the Trika round and round is 
Valita. 

Gr The head is turned to the side and the 
leg is bent. 

The knees are kept apart with some 
space between them and one knee (pro¬ 
bably the right) is turned round into 
that space. 

N,H. Put the elbows in Svastika and Lata. 


Valita 
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Valita Aviddha The legs, after being bent and moved 

in Valita, are put in Svastikapasrta. 
These actions are to be performed al¬ 
ternately with the right and left legs. 

Vilokita T Look backwards. 

Vartita Ghurnita N.H. Whirling the hand in a circle is Vartita 

Ghurnita. 

Vicyava B.C. Make Sama Pada first, then release the 

legs. Make Nikutta with the lip of the 
sole on the ground. Nikutta mentioned 
here is defined in the commentary 
thus “ Lifting up and bending down 
the body is Nikutta.” This is different 
from the Nikutta Karana. 

Vidhuta § Rapid whirling of the head is Vidhuta. 

Vidyutbhranta A.C. Move the leg like a wheel to its whole 

extent. In the course of that action let it 
touch the head. Move it alternately in 
all directions (up and down and side¬ 
ways) . 

» 

Vik?ipta This is a combination of Danda Pada, 

Nupura Pada and Aviddha. (The leg 
action in this pose cannot be separated 
from the hand action). 

Viksipta N.H. The hand is stiffened up like a staff. 

The hand and leg are whirled in Recita. 

Viksepa N.H. One hand is in Vyavrtta, the leg is 

stretched out, and the other hand is in 
Catura. 

Vinivrtta This is the reverse of Vivrtta. In 

Vivrtta Suci action should be made first 
with the Trika moving round. Then it 
should be released. 

Viprakirnita or N.H. First make Tala Mukha. Keep the hand 

Vicyuta Viprakirnita in Svastika. When the hands are re¬ 

leased Viprakirnita is produced. (Vi- 
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cyuta is an adjective whose meaning is 
“ released ”) . 

Vivarta (Vivrtta) K Turn the Trika round and round. 

Vr^cika A.C. The right leg is bent backwards (so as 

to look like the uplifted sting of the 
scorpion). The two hands are placed on 
the shoulder-heads. 

Vyavrtta or Vyavarta (Fundamental Hand Action). 

The fingers are bent as in Avestita, but 
commencing with the little finger and 
ending with the fore-finger. 

Vyavrtta N.H. The hands are lifted up side-ways. 

Vyayama Vyayama is the co-ordination of several 

Cari actions. Ordinarily it means 
physical exercise. 




Fig. 124. 
Ardha Candra 



Fig. 126. 
Hamsapak^a 
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Fig. 127. 
Kapiddha 



Fig. 128. 
Kha^kaniukha 



Fig. 129. 
Mufti 


Fig. 130. 
PadmakoSa 
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Fig. 131. 
Pataka 


Fig. 132. 
Sarpa Sira 






Fig. 133. 
Sikhara 


Fig. 134. 
Sucyasya 




Fig. 135. 
Sukatuit^a 
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Fig. 137. 
'Dma Nabha 



Fig. 136. 
Tripataka 


APPENDIX A. 


The Sanskrit Text of Tan^ava Lalcsanam, 



The Sanskrit Text of Ta^^ava L a ks a^ m. 


(These verses have been reproduced from the Fourth Chapter of 
Natya^stra in the Gaekwad’s Oriental Series by the kind permission 
of the Director, Oriental Institute, Baroda.) 


STtrB: f^f: |. 

®TTfrT*T i%!T srVt: || ^ 

cP?T II R II 

JT^fr srqf^ f|gr;^f 5r%: ll ^ n 
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fffT: n ^ ii 

^TTW ^T?^l«ipfTt?T JTfR^Fl || ^ || 

?nr«r4 IM f^^iff; n ^ n 

»Rr ^aWK<:5 i^»T I 

=^r^ ERiT^ ^i^rlRr ii vs n 

MJ? |(|rfr qrsfqjTs^^ I 

^ ^rnm: ?rj^ ii n 

^ ^ JfRRWrif^ I 

5r|=^JTr^ II ^ II 

^ sr^^: in O II 

^ »ijiw fsr: i 

gsr^r: f^cir»TfJT«ir5Ntri; ii uw 
3ii1 sTRsi^ m i 

*Rr^ ^ ^ ^ II 11 

II W ll 
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II 

m- II II 
ST^ 51^3^ 3 ^2R’=S^r II II 

s3 

sf^tirwfiuoiriTT^^'^ ^T^raiT i 

II \^\\ 

5r^jr^RronJTr=^ 11 
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^ I ■ 

^ ftefFTq; II II 
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II II 
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3^:gJT«l ^ 3 II V3^ II 
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fi^qr ?i5?^q ^|q?q^ 1 
qtefH |q q^|tf^9=5*j^ II II 
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^ II 11 

^T^3’^r5^ I 

^fq ^iir II II 
^]^ 1^^: Rtfe^sq^: | 

3#riaj^^ sRl^q: ll \^<i. \\ 

^ I 

swfqri^^ qr^ R^rfq^iqjrtq ^ ii ii 
=q 3^:f^ fi[^R =q l^qq; i 
q^JT^ =Rrf^ 11 \^o 11 

igiRTT%: qrsf^^sir i 

q^ %rqifq^ %5n; n ^^ni 
3Trte^^r%H^fRr%rqRq5R; i 

qs^oT II II 
3iTf^^«Roito q^rrgiT: i 
3IHW ^ ^«Tr RTR II II 

^teiqr^qiir fw qj^ i 

>q^ q^ qw q55Rqfl^ r^t ii ^'^a n 
q^:f^ %fk«j RSfiqq: | 

q^uraf^: qf^ qj^^ ^ ii ii 
5if5|R qj^rff f^qr ^ i 

q^l^ql^ |q ?q qqq^^qqi^ ll ii 
qj^ q^;^ q5iq%^ fq^iq^tq =q i 
q^3^qfq% ^ q>^^ 3 ii ii 

q55R?a^iqi«?ig5’^q qqq ^ \ 

W q^ qrq^teqqq^ 3^11 II 

5ifrfe?iT 51^1^ 3 II II 

qj^ q g fi q ^ qiiff qftqrflq^ i 

qi^ =q qi^if^^ ii KV* li 
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3?: JWT%: TT^: | ’ 

^ 2I5r cf5=52J^ II H 

I 

35^ ?F^rRf W 3 II II 

3iq^: <1^ %%er: I 

^ ^ W *1^ II II 

TRiprfl^ ^r ^ r 

f^ra^TRl II II 

^3121151^ ^ I 

f%clR^ 5T^ II II 

^ %: f 

3*T^: qr^^ ii n 

^cRJiq^^ qr^ f^«i qft^i^rnj: i 

=^ 3sn ii ii 

f^q^URR^ srh^ I 

\\ k%<: ii 

3?^f535: qR^q^qn^'lg^ i 

^ nwrqrr^or ii ii 

^ ^rj#f ^«ir^r 3 i 

q^iRR^^T 3 ^OTFTFT^? ^ \\ \^o \\ 

^ I 

hi q;^3 11 II 

sn%r qnr^ i 

=qrjr«^^f^ II II 

3 ^ ^ I 

m f^ ^^^I'i^cJirf^i 3 ii \^\ ii 

^s{imm ^q»^«rnir i 

SRI: "R HffRf^^qqsp^ II II 

sRTRff^ ^ q»^ wmi f 

sqtol^ gai 5?<fR^ II w II 
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f2?kr%R II l\3^ II 

c^Rt II II 

\ ii 

^ II II 

^ ^ II II 

^.^ m nmd f^: I 

3T^S'^=?fl ^ ^ II K<^o II 

3IRf^ m. ^ I 

3;^ cr«n%ag<\*nJS55iN ^ ii w ii 

I 

3iq^ 3 «irdt ^ =^ II \<:\ \\ 

3|fe^ ^ 3 I 

3^S55^ =^ II K<:\ II 

snf^^gtSWfR^ I 

^ f?^r f^RR5Ri% 33: II \<:^ II 
3JRI%Ri f m \ 

3 3 II II 

3!T%Ff>: R ^IR: I 

^rgRR^S m ^ %f|3: II II 
33^ ^3 WRPTRI 3^ I 
3 ^ 305 ^ 1^ Ii II 

^ R3[T I 

q3kfi[ffe^ f3ff|^ II II 

^fed l 3 i ll^ % ^3 #1 3 I 

3R f53r qi|3 3 II K^% II 

gsTffsrrf^ %3 m =^1113 33:1 

Mfifi g jf 3 q5§53 33^ 3 II II 
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I 

f| II i<i^i \\ 

SfT^ TT^IT I 

'TT^ ^ II II 

S^T: I 

II II 

fH^ ^OT 3^TW5rT%^ rW II II 

anf^ m ii ii 

^ II II 

33iw5rTf^ ^ 1 

gnf^Rf% qf^f^ =q ii n 

^5riT# =q I 

=q qi{^^ cit[q =q II II 

3 r^^f =q ii ii 

fte I 

f^lfif'F ^ %q qjqr^. ii ^®° ii 

=q q>i^q^ffq5H; iRo^i 
^ qT#q ff I 

'*<>!i% ^TRT^ II II 

355^ 3^: 3^ ^ I 

=q ^ =q \\\o\ II 

qi#qf^q> f^q ST5^: | 

ff^ qi^oi ^ =q II II 

?ii|q =q q;t ^ i 

f^r, !! , [i 
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3 ^ II Ro^ II 

=?n^JTo^ ^s?r II Rovs II 

^1 II ^o<i II 

^ 3 ^5^ ^ f^ftei; I 

IRo^ II 

T^t II || 
Rffll^^ I 

%%T =^ =^ II \\\ II 

f^^r m II II 

T[^ ira%^^ ¥[^ I 

3TT^ 5p;[tfr %m ^ II II 

_ 

itRr^ I 

'Ct 

wir^ 5^^ 'rRf^ II5 ^» II 

3 'Ti^^ 5fTii$fTr^% I 

55iff5rfRi^ ^r iki'a II 
qRf^ I 

^ II ii 
=^ Tiisr^TFJP^ I 

3Jl^^«ir#^5T Tirsig^q "^^q; II ;<^V9 || 

5rn^ ^ ^ ff^ R^si^smri; i 

^ ^ II II 

srrfW I 

II =11^ II 

Rf ^11^ iPiRrs^ W II II 
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11 11 

sripff^ 1 

3;^% 3 snf|ra 5 ^ 555 ^ ^ 11 11 

f1 

3im 3 5if^ ^ qr^ 11 11 

citiqr^ra^ 3 1 

srM ^ JF§^ PiffH 11 11 

m %q 1 

pqr =q 3 =t: 11 rr'a 11 

I 

3 ?%=^ =q ^ II II 

qfe3 if 3 ra% 1 

qi^T^^g 11 w 11 
snflraHfFi^ ^ M i qftq^ i 

II Vi .€ 11 

3«ir %q I 

?^qm^ ^ 11 11 

jq: ^ ^ TOsg; 1 

3sif %q ^q> g qf^3^ 11 n 

5531^ ?T 1 

5 ?i5qqT^ qspq^ 11 ?\\ 11 
^ qi^"^ 33^r«iT 1 

3T«n ^ %q M g qftq^ 11 11 

3531^21 ^rgi I 

sTT gt s^^ ^ ^Tpffir 11 11 

g3?«RDTt gf^: 1 

^ 11 11 

m qR^<Tig«i 11 11 
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3?!^ TT(5TfTTJF2I^^ I 
^ ^ m II II 

^ II :<^o II 

^3^ ^ 5 I 

s^JT ^ i:#! II R\c II 

TK =^1^ I 

II II 

'TT^ ^ I 

5 3?T: II ?i«o II 

3^^^ ^ ^ri; I 

31^1%% ^ W R’i\ II 

^ +0.(^9! =^ I 

f^: II II 

^^#ETffici ^ II ?.'i\ n , 

^3^1%% ^ II II 

=^ m I 

^ ^§5^1 ?F$rrJ% ii 

®n^5T?ti^ ^Rid ^ I 

3t|^ =^ II II 

II R«V9 II 

Ti^ =^’t\ qi^ ^ 3 qRq^^ il ii 
f»l3>dt| qJ^TIcf HI<^<1*i*J««A% 3^: I 
qsf^ q5Tk^%s% ii ii 

irjffRT ^^m-. I 
^ It II II 
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II II ' 

X^RTF???; sap^lT^ ^ =^4^21^ I 
3§;r^F2«i’*Tr^i^^^ff^ ii ii 

TT^akl^ 3 T^: 1 

qr^ qF^q; 3=^^^ ii ii 

% ^^cRTiq =q i 

cPirq^T^ ^f^^qqj 3^q^ ii ii 

3§[^; qftliqt ^|iq: qRq^qq, i 

=q f^q ii ii 

3gjfq ?i^qq qqf q^l q ^fq* i 

qrf^ jftqTqT\=q^\ |q: ii ii 
it^i ^^q I 
§f qRqq^ 53Rq?^ qq qrtdH ii il 
qj|^?qTflf^q%%: I 
q<j^^^q ^iq^%‘ qqiR^> ii ii 

q|^: I 

^HiAut^ qF3Rqsqqr^5ii3q’^ ii ii 

f^o^qj^ q|T qR^q^^i q^f: i 
^ qrq q^qrai ii ii 

qf^^ qs^ I 

=qf^qiiqT qqi ^ Rriqi^^ft ii ii 

qqjWI ^q'^q*. I 
fW m ^PMq^q 3 II II 

f qR^ ^qf^^ q¥^: I 
q qnsqr: qRiWt q*Rq q ii ii 
q qr^ ^qre[q^ 3 i 

?55M q?5^if^?i^f^ 3 qtRiqpj: II II 

qr^i^ Hfi^^ I 

f^ssifRtwqr ^ ii q^Mi 
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>=^r 3T^i«f ^ II II 

?i|T wm\ i 

Srf^ ft ?FqwTTJt*TTo^?fJTfN^: \\ \%^ \\ 

I 

3 ;^:) 

2?^ II II 

^ iff^^^Rt ^ ^TT^ II II 

31^=5^^ ^ II II 

f% 3 ^ ^ £Rf^ I 

sntin ii ii 

W^\ ^ I 

%riw^f II II 

I 

JFf^^II^R^: ST^fi^: II || 
t #RjI^ 35qj^ ^TO^JTPT^r: I 
^ ^ II II 

srrtoT ii ii 

3fJTRq^«I saWR^RR^: I 

m du^sr^w diu5^^ ii n 

^*iH+'<Twr^ ^^opj; i 

^j^SHT fll[*nRT?I ^WT ^ II RV9V9 II 

d^dN^+^JIT ^ I 

fsr frTT^PirR ii ii 

aiWlRdM4l^FE3 5R: ST^H^: I 

m 3^ fRT dMfJlRRJT^^ n II 

iTPJSqT^RRfN^r: I 
3 sRf^ II II 
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5r^5i%( | 

?rl>=^Roft 11 R<:\ ii 

3®Ti^ =^ II r<:r II 

sfOFq ^f^R5wr^ I 

2|5nf^ ^ ^ ii r<:\ ii 

3 I 

m S^RlRsnj; ii r<''^ ii 

^IJF Jiril ^ 3 gpii i 

R3^ 3 II II 

srf^^'m: 3*1^ I 

3P2?r«ir3^^«T m. ^■. \\ n 

fT^f Jf ^ I 

f^o^ sp£^ j^^T%: || R<iv3 || 

f^sr% 5 i 

q^TOJH^^T f%^«f^0Ti^cP3; II R<:c \\ 

5raV?^ fl 1 

srqk^ ii r <:% \\ 

jfl^Ril^ 3 II II 

#f ^ ^ I 

3TRnf^ 5 11 II 

SRk: t 1 

^ T^ ^ 5 II II 

f^ 1^ TTRl^sf^ ^ 1 

^ %lk ^ ^ II II 

3 I 

f^D^rt =q^: II R^'i || 

i^'J^ ^ 'idWr^tssi ^?R5: 1 

f^SR?|?*T52§f^ *1^ II li 
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| 

5 5 II II 

*T?r?R m II II 
q^JT; qqtq#: | 

^ qq^: q5§5^ q^qi^ ^t^rt: ii ii 
#cTRT a^qsMt R ^qt q^F?i t^rf^ i 

qrft Rfwfqrfq 3 11 ii 

^qf q^rf^r q^q 1 
q^nqqqir qqq q§qqr: qqqrf^qsq; 11 ^00 n 
^qq^i^Tfq q5#nqqqlRqq; 1 
qsfq cqfiplq fqr^ 

^ =q qq^ 1 

^ f^: *^ 3 ^ 3 wf^qr^ 

3 TRn%^ ^ RrslqRT q^ 3 %^ 1 
>33 q^q-qRT ift^qf r 11 \o\ 

^qisfPlq^Hf #iTqiqfq ^^pqq; 1 
q ^ q ^33 f^^qrfqqqqrf^ 11 ^©v n 

qrq qqjqqiwlq q 11 11 

g^ fq^s^kt fqqq>^: 1 

qqr iftkqqrr# ^ 11 11 

cRT^Rpt^ ^qR^ ^q qk%^^ I 

^rf^RsqR^^ qq qrq q^q%5_ II ^©vs || 

qqr^q^qqiqrq, qj^oqfqc 1 

[q^q qrfTq =qrR ^ q wi^qq^ 11 ^®<i 11 

f^ qqq q^tbsq qigiR | 

q%f55q?^q mw\i\ kf^: ll^o^ll 
^ iftqqRTRTq RifTfq qi^q§%i: 1 
<?q qq^ ^fqqqqrf^^ li li 
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3 'TTfl^^T^ JItl iTcl: ||] || 

f^: I 

^?352Tr?W II \\\ II 

^JTTOSS^: I 

^ ^ 52WR^?r«*»I^ II II 

21^ ^ ^ srI^^RT: I 

m it 533^ ^i; 11 11 

31^3 Rff^ I m ^SrRtfRrg 1 

m =^P^^«Trl ^ II II 

JR ?TS52ia I 

^ ^ ri^^otIssr: II II 

¥^^■ II II 

f^Ef55®qr ^ ^55|i;^^fq HfT I 
qR»T^ 3 3#^ ^5r ^q^ii II 

^55T^ I 

# ^ SR^ ^mJ 5fr ^tf^: II II 

3 I 

JT 3^ ^ ^5T^ II ^5^0 II 

2#i^ Rgi3 3 3#jmrRi^i ^J^TFi: I 

^:R3^ 3% 3 ^<^#3 II II 

5 »T^3»I I 

II II 

m ^3^I?^^3 I 

II II 

=^®T3r qR%% 1 

f^ ^Tfqcr^qrRr sf^ 11 11 

<5isi»i3'i^3^i^ 5 I 

U3P^ 3 3^3T II II 

>0 
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?ri?m I 

II II 

I JTWWlPR^ I 

i^T: I W^ti^^si^ll II 

sr^^mc^ II II 

^sl^ =^RrWHfe rF5i!^r^^: m -1 

^5 II II 

=^ ?Fsrq\5^ I 

^ II \\o II 

t^: sr4l^^: I 

’Pl: ^ srfe II 

#TR^ fTF5^^ 

'O 
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Extracts from the Madras Epigraphical Report (1914) 
[pp. 74 to 81 and 88 to 90.] 



Extracts from the Madras Epigraphical Report (1914) 

[pp. 74 to 81 and 88 to 90.] 

(The Samskrt Inscriptions, and the English extracts relating to the 
Cidambaram Temple have been reproduced here by the kind permis¬ 
sion of the Director-General of Archaeological Sxirvey. The wood-cut 
illustrations are the cop 3 n:ight of the Archaeological Survey of India. 
They have been printed here from the blocks kindly lent to the authors 
by the Director-General.) 

N.B. 1. The following Karanas do not have wood-cut illustrations : 
Talavilasita (K. 56); Vinivrtta (K. 62); Nisumbhita (K. 64); Gaja- 
kri(^ita (K. 68); Garudaplutaka (K. 70); Ganda Suci (K. 71); Parivrtta 
(K. 72); Apakranta (K. 79); Mayuralalita (K. 80); Prasarpita (K. 88); 
Talasahghattita (K. 93); Avahiddha (K. 95); and Viskambha (K. 102). 

2. The names of the Karai^as in the illustrations were introduced 
by the authors of Tandava Lak§anam. 

3. The sketch of pillars was also drawn by them. 

4. The figures within the brackets after the names of the poses in 
the illustrations contain the numbers of the corresponding Karanas in 
the text. 



^Descriptive list of different dancing postures from Chidambaram 
illustrated in plates below. 

^ I 

^ il 99 

fl?: 2grf^3^ I 
[fM] II 190 

Sfr^ fsiTJl45 I 

=g sqi^ II 101 

^ gRg dsir 71^ %%f: I 

2?5r ^ ii 102 

^ Tl^iSg^JT g 1 
f:«%5rT3R55^2j dc^ II 103 
28^: pgr sqf^^Pd^iRra: 1 

arrW [=g 851^ 5jjT[nl^] ^51 T:|i104 

3TT?I: 81^ gd: 8iF^e5g|fd«J f%d: | 

3dRl grg'Tl^gfdd: II 105 

1. The list includes 93 figures numbered consecutively and three others num¬ 
bered A. B. and C. Sketches of the three latter figures were omitted by mistake 
and consequently do not appear on the plates. The Bharatiya Natyasastra while 
it enumerates 108 postures in W. 33 to 53 of the printed Bombay Edition, describes 
only 101, thus omitting seven postures. Of these latter six are supplied by Nos. 21 
to 24, 42 and 69 of the Chidambaram sculptures. It may be noted that the Bharatiya 
Natyasastra makes a mistake in the description of Prishthasvastika (No. 43) quot¬ 
ing wrongly the second half of V. 42 (in the list) and the first half of V. 43. The 
Chidambaram labels also are defective inasmuch as they do not supply us with 
the description of eleven postures, viz., Talavilasita, Vinivritta, Nisumbhita, Gaja- 
kriditaka, Garudapluta, Gandasuchi, Apakranta, Mayuralalita, Prasarpitaka, Tala- 
ghattitaka and Bahistrika which are found in the Bharatiya Natyasastra. Illustrat¬ 
ive pictures which may correspond to these are, however, found in the compart¬ 
ments of the pillars of the E. Gopura of the Chidambaram temple without bearing 
any labels above them. The dance Parivritta is omitted both in the Chidambaram 
labels and in the descriptive verses of the Bharatiya Natyasastra. The numbers 
attached to the verses in the inscriptions follow the order in which the postures are 
enumerated in the Natyasastra. The order is correct (read from left to right) on 
the seven projecting pillars of the inner wall of the Gopura, on the right side; but 
the corresponding figures on the left side are much deranged. This may have been 
due to the ignorance of the masons whose work was not properly supervised. 

2. Read 

Note.—Col. No. 1: No. of sketch on plate. Col. No. 2: Name; Col. No. 3: Des¬ 
cription in Sanskrit verse; Col. No. 4: Corresponding No. of verse in the Bharatiya 
Nafya Sastra. 


1. VriSchikarechitam 

2. Vyischikam 

3. Vyamsitam 

4. Parsvanikuttakam 

5. Lala^tilakam 

6. Krantakam 

7. Kunchitam 
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8 . 

9. 

10 . 

11 . 

12 . 

13. 

14. 

15. 

16. 

17. 

18. 

19. 

20 . 


®Chakrainandalam 

Bhramarakam 


Chaturam. 


Bhujarhganchitakam 

Dandakarechitam 

Vrischikakuttitam. 

Katibhrantam. 

Latavrischikam 

Chhinna-Karanam 

Padapaviddhakam 

Valitam 


Ghurnitam 

Lalitam 


II 

[^]%0T: ff|^: Er^lfcf[^q;] ii 

^f^OT: | 

55^Tr^qsT ^ ^ ii 

g[Rcqgj I 

m imfifct^ II 

>f^^r ^ 11 

3lfeT: 35^: ir?: fW|^^55T3%: | 

II 

II 

^]^ «TI^qT%^ II 
^ II 

qi^: qj^OT ^ || 

^l^g[nTt ^f^S? I 

fl: II 


106 

91 

92 

93 

94 

95 

96 

97 

98 

87 

88 

89 

90 


3. The enumeration in Bha. Nat. gives the name as Vaktramandalam but as 
Chakramandalam, correctly, in the description. 



BHARATA NATYA INSCRIPTIONS 


119 


21. 

^Da^dapaksham 

22. 

Bhuj amgatrastare- 
chitam 

23. 

Nupuram 

24. 

Vaisakharechitam 

25. 

Arddhasvastikam 

26. 

Aiichitam 

27. 

Bhujaihgatrasitam 

28. 

Orddhvajanu 

29. 

[Ni] Kunchitam 

30. 

Mattalli 

31. 

Arddhamattali 

32. 

Rechi tanikutti tarn 


33. ®Diksvastikam 


I 

^ l^qr I 

^3^ m qr? ^ r^[%yl n 
qjfijftqr =q >f^^r i 

.11 

=q^oi^ l^qr a^fgurj^ i 

q^qr^ m qrfiq|[^^qj?nf^^ n 79 

q.q 5 qj^ q^r 1 

qrfR^i^ 5 q^rf^^!5?jiqq; n 80 

qr^5^%^ =q?i3i^ f^q[q;] | 
qjjl^irgfqfTqr =q ^^RT^rrmq^ q[H] 11 8i 
f feqq; qr^Rfcq 1 

q^qqs^ qq^fqqq; 11 82 

[ff^^ qqjf w^ qi^ fqfI 
[qiRrq ^f%oitq |q R|] [Rr]ff^q[ II 83 
qrq^Rtoiqr^r'fqT qo^qr^qRcq^: 1 

®s ' 

5^f^qfq^«i || 84 

qi^ qTOq«i >1^: i 

qq; ii 85 

>fqql l^q: q^^l %%q: I 

^ %q ^%q^q[?]f%^f%qq; n 86 
qrlfq^^liq f%5f q\i 



4. This and the next three are enumerated in the printed work Bharatiya 
Ndtyasastra in W. 39 and 40, but not described. 

5. Two compartments, bearing sculptures, next to this do not belong to the 
series. One of them has an unfinished picture not distinct on the original and the 
other the modem image of a devotee. 
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34. 

35. 


36. 


37. 

A. 

B. 


38. 


39. 


40. 


41. 


42. 


43. 


Alatakam. 

[Katisamam] 

Akshiptarechitam 

Vikshiptakshiptakam 

®Nikuttakam 

Arddhanikuttakam 

Katichchhiiinam 

Arddharechitam 

Vakshasvastikam 

Unmattam 

Svastikam 

Prishthasvastikam 


qR; i 

qRq5g[rf|ci%q ii 

^ ff? I 

l^dqi^ ci^qr^opj; 3^: i 

2i5r [f|]^T-- II 

qr^ ii 

3ff^ 1 

II 

qsqk^: qT| q^ i 

3^: 3^51 II 

3(qf^: qi^^q f^iffl^; i 

™ ^ qR^[51] ^ II 

m i 

qs^ ^ II 

3 qj^ 3 q»^ I 
w II 

’^f^dpfqrq^ qi^^qi^ ^rqq^^qf^q^ q^i i 
^ra; ^ ^ qj^onf^’q^; ii 

fqf^iHl^^fHqT^ ^qf^^ ^q^*^ q^i i 


75 

76 

77 


67 

68 

69 

70 

71 

72 


73 


6. This and the next cwnpartment bear figures with labels on their sides. 

Sketches of these were not prepared by mistake. . , , « ,. « x >io 

7. In the Bharatiya Natyasastra, No. 43 is described with the first half of 
and the second half of 43, but in the enumeration two separate postures called 
Svastika and Prishthasvastika are mentioned. The omission of Svastika (No. 42) 
thus made in the printed work is supplied by the list before us. 
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44. ®Talapushpaputam ^ I 

45. Vartitam 3 I 

^11 60 

46. »VaHt6ru 52iri^Tf^qf%^ I 

[3J^] ^ 2lf^ll[^] II 61 

47. Apaviddham 311^ I 

^ II 62 

48. Samanakham [^T]FR(^ ^J^ =^rf^ ST55i%^ | 

2T5f II 63 

49. Linam 5RTFF^d%d^^»l I 

'‘’f^F[¥F]ftdi^Ff2g IWi. II 64 

50. Svastikarechitam >f%dF^^ I 

^ dd: w II 65 

51. Mandalavastikam 5 dJ^F f^dF dF^^^^d^ | 

dSFF d tpJd^ dd^ll 66 

52. Suchividdham dF^^J^dF d^F dF^ fg^d^g I 

i;[^n^]:S[?d5^ II 130 

53. [Harinaplutam] aT^^ddFlT f^F [d] [gd^d ^FdJ^d^l 

ddFi^dF ^^^[dr] [dfi!r?T|;g^ % < : ^dg. II 165 

54. Atikrantam 3lfddFFddPt ^dF i^dFd^ d’ddF^d; I 

d^ddF^ l^dFdfd^?^ ddJtfddF II 119 

55. Vishnukrantam dd^g^d: I 

d5^ =d dd II 153 

8. This begins with the phrase is marked as 1. The 

Bharatiya Nafyasdstra also begins with this verse. But the subsequent nxunbering 
of the verses on the stones are much worn out and cannot, consequently, be com¬ 
pared with the numbering in the printed work. Where, however, the stones are 
clearly numbered the numbers of the verses do mostly agree with those of the 
Bharatiya Ndfyasdstra. 

9. The printed work calls this Chalitoru. 

10. Bhd. Nat. reads 
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56. “Avartam TRq; 3?RrRT^[^|]qq;^' I 

[sT][RtqR5r] ii 112 

57. i^Dolapadam f ^q; qr^cjf^ I 

RRtqq^q^ l^r ^osnr^ q^fqqq; ii 113 

58. i^Vivrittam I 

>^#T =q ^ %% rg[5ir: l| 114 

59. Parsvakrantam [^]^[ | 

R^qq^r qT*q5^?q5=sq^ ii 116 

60. iSArdhasuchi ^%JT: | 

qq qq; %qR|[g[:^ ^m: ii 129 

61. ^®Nagapasarpitam Rf^ Rf^Rlflq^^ | 

=q m ^qrqrarRT'Ter^^ ii 157 

62. Talasaihsphotitam RRTRcJ^ I 

f^tr q[#[] ii 122 

63. [Vp] shabhakriditam 'JR] f| ^RcJ^ | 

RR] [f]RRR^ff|>J II 156 

64. Dan^apadam 3^]^qT | 

[f^]f^?[RRlR II 134 

65. Nivesa-karanam =R | 

R^ ^rhrjIr qq; n 148 

66. Preriikholitam ^^RJa^R ^RT I 

Rtef^lR qq;?F#f^g=5R^ II 136 

67. Griddhravali [nakam] [igRqFj'RR: RF?: Mlf^qsrFg^: | 

[q^ R^Ff^l RF^ R^][^F^] ^«5aR^[5J^]l|126 


11 . 

12 . 

13. 

14. 

15. 


Bha. Nat. calls this Artava in the enumeration. 

,, ,, reads 

II II II Dolapad^am in the enumeration. 

II II II Vivrita 


II „ has qmRT^R^rd^^r. 

^1®' tb® printed copy of BM. Nat. omits the first half, reads. M^5Tq%- 

?n5^5n in the beginning of the second half and calls the dance Samapasarpita. 
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68 . 


69. 

70. 

71. 

72. 

73. 

74. 

75. 

76. 

77. 

78. 


79. 


^’^Nitamba-Karanam 

^®[L6litam] 

Skhalitam 

^®[Sarpi]tam 

Vidyntbhrantam. 

Sannatam 

Vivarttitakam 

Suchi 

Siriihavikrlditam 

Argalam 

Urbmandalikam 

Karihastakam 


[S^r] 1 

[sr^r ^r] ^ II 137 

.I 

.«I. 

=^nfq ii 138 


133 
118 

127 
120 

128 

%]^ [^W]lll4l 

25^: 'ir^ fr ^ I 

^ ^ II- 

^JTt 1^:] I 

gTf^^«Rai[^^ 51^; 11 139 


Rte'T^: 'TRto[«r] q^sflfl^ I 
[^]#r ^ ^STT ^R][f^]^5^Il^ II 

'TT^ ?g3: I 

rI [^Ros^rjira: II 

=q{(qf qiFqte^q^f^q#! | 

*o 

RvT^ ^ [^]sir II 

^ II 

ffeR # I 

f^tr] ^ g[jf% II 

3T55r[q^] 3^r^q i 


17. Bha. Nat. calls this Nitanta in the description but correctly, Nitamba in the 


enumeration. 

18. This is perhaps Lolitam omitted after 


V. 156 of the Bha. Nat. though enu¬ 


merated in V. 52. 

19. Bha. Nat. reads RPcTag^crl 

20. „ „ .. ^ 

21. . 
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80. Siihhakampitakani 

81. Udghattitam 

82. ®®[Manikakriditam] 

83. 2'^Sariibhrantain 

84. Janita 

85. ^®Upasritakani 

86. Par^vajanu 

87. [Madaskhalitakam] 
c. [Vishkambham] 

88. “®Vikshiptam 

89. Udvrittam 


[%]fi[3Tr: II 142 

''dd 3 qi^l ||155 

q[d^ • 

[>T^q5r][^d 3 ii 

[3;^][^]q ^ ^ II 

q^if^ I 

qj^ W *1^11 146 

3IT%[Ef«?^] OT: [=^:] I 

[3TRd =q dSTT ITM II 144 

qR I 

gted«i [qrlrfsns ii 125 
qjft [q>M] q%r%iJ^ i 
qr^ =q qf3;[d[f^r ii I5l 

[3Tq]f^: q»{^^T [qT][^^ i 

[q^^«i ^ qRl ii] 154 

11^^: 35^ q I 

qq II 111 

[3TT]f%[qf]^qqTf^^iqTf^qqr5[q5q: i 

qrqtq]'^^!^ ^wi. ii 143 


22 . 


23. 


24. 

25. 

26. 
27. 


Bha, Nat. reads 


If If fl 

If If ff 

If If ff 

ff ff If 

ff ff ff 


^55 

f^q 

Maulikakridam in the enumeration. 
Sankrantam „ 


28.Apasritakam „ 

29. One compartment below No. 88 is occupied by two modern pictures which 
do not belong to the series. People consider them to be the sculptors who cut the 
dancing figures. 
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90. tirudvrittam 

91. [Akshiptam] 

92. ^'’Sakatasyam 

93. ®®Gaihgavataranam 


II 150 

®Tr%r ^51 I 

[STTT^H W JITJ? 3%%JTT: II] 108 

f^rqoortqfg =^?[oT]*j; i 

n i58 

35^%fed«5: ir^^qcir^r^^r i 

II 159 


30. Bha. Nat. gives the name as Sakatakhyam. 

31. „ .. has ^rfefT 

)) „ gives the name as. Rahgavatarariam. 

33. „ „ reads i^: ?l^'5r ^ 



CffiDAMBARAM 


The earliest Chola records belong to the time of Rajendra-Chola I 
and Kulottunga-Chola I. From a general study of the inscriptions it 
is inferred that the City of Chidambaram must have, at this period, in¬ 
cluded the following hamlets (1) Paniiahgudichcheri (Parakesari- 
nallur), (2) Ilanahgur, (3) Karikkudi, (4) Manalur, (5) Koyil-Pundi, 
(6) Sivapuri, (7) Kolam, (8) Vikramacholanallur (Akkan PaUippadai), 
(9) Tiruvekkalam, (10) Kaduvachcheri, (11) Chandesvaranallur, 
(12) Korrahgudi, (13) Midinikkudi and (14) Erukkattanjeri (the 
modern Erukkaattuppadugai), of which Nos. 2, 4, 5, 6, 9, 10, 12, and 14 
exist still under almost the same names. Chidambaram itself is vari¬ 
ously called Puliyur, Perumbarrappuliyur and Tillai. The name 
Chidambaram is the Sanskritised form of the earlier Sirrambalam (Skt, 
Dabhrasabha) ‘ the small shrine.’ Evidently the temple at the time of 
its foundation consisted only of a very small shrine which was either 
the one now dedicated to Nataraja or that of the Siva-IiTipa called 
Mulasthana right opposite to the main gdpura of the temple. In the 
Devaram hymns the temple is referred to as K5yil, i.e., “ the temple ” 
and so also in the inscriptions under review it is generally called Tiruk- 
koyil “the sacred temple”. At present the temple has numerous 
shrines of minor deities in addition to the three important ones of 
Nataraja, Mulasthana-Natha and the goddess. The building known as 
Kanaka-sabha (or Ponnambalam in Tamil) includes the shrine of Nata¬ 
raja and the secret chamber called rahasya in which there is neither 
image nor linga. It is not possible to explain why it is so ; but Hindu 
imagination rich as it is in these matters, has a ready explanation to 
give and it is stated that god Siva in his dkdsa or etherial form dwells in 
the chamber being invisible to the human eye. This far-fetched expla¬ 
nation also accounts for the present name Chidambaram which 
is understood as indicating “the space of Chit ”. Kanaka- 
sabha with the rahasya is enclosed by a wall which sepa¬ 
rates it from the shrine of Mulasthana-natha. The earliest 
record in the temple is found on this wall and is dated 
in the 3rd year of the reign of Vikrama-Chola I. But copies of 
inscriptions belonging to the 24th year of Rajendra-Choladeva I (copied 
in 1888) and to the 47th year of Kulottufiga-Chola 1 (No. 290) who is 
famous in history as “ the king who abolished tolls ” (No. 317), are also 
found. The wall is designated Vikramasofa^i-tiruTnaligai in three 
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inscriptions on it and Kulottungasoian-tirumaiigai in four others. It 
may safely be concluded that the pious act of building or rebuilding this 
prdkara was the work of Vikrama-Chola who might have called it after 
his father Kulottuhga-Chola 1. The second prdhdra wall which en¬ 
closes the Mulasthana and the enclosure already mentioned, is also 
called VikrBincisdlBu-tij'umdligai. Evidently the same king constructed 
the second prdhdra wall as well. From palaeographical evidence and 
from the endorsement made in the inscription of Kulottuhga I noted 
above, it appears as if the originals of this latter record and the one of 
Rajendra-Chola I had been first engraved on the walls of the Mula- 
sthana-natha shrine which is called edirambalam being the shrine oppo¬ 
site to the wall on which the copies of inscriptions are now found or 
facing the main gopura on the east side. Consequently also it appears 
as if the Mulasthana was likewise renovated about this period and its 
inscriptions transferred to the prdhdra wall enclosing the “ golden hall ”. 
It is a curious fact that though the history of Chidambaram goes back 
to the Pallava times, no records of even the early Cholas are forthcom¬ 
ing from that place. Most of the inscriptions copied during the year 
refer to the later Chola kings and register grants of land for flower- 
gardens. In a few cases gifts of land are also made for maintaining wor¬ 
ship, offerings and festivals in the temple, for feeding-houses, for 
founding streets, an agrahdra or a new shrine and for providing a spe¬ 
cial food offering known as pdvddai which is observed even to this day. 
Boiled rice of determinate quantity is spread evenly over a plank mea¬ 
suring about 6 feet by 4 feet and offered in front of the Nataraja image. 

14. We further learn that all land gifts made to the temple were 
required to be engraved on the walls of the temple. Up to the time of 
Vikrama-Chola, the transactions made on behalf of the temple were 
in the name of Chandesvara but subsequently they were registered 
in the name of the temple priests and trustees either jointly or sever¬ 
ally. The deeds registered in the name of Chandesvara evidently in¬ 
dicate the period when the Mulasthana enshrining the Siva-lingfa 
within it and the image of Chandesvara by its side, was considered to 
be the sanctum sanctorum of the temple. It is noteworthy that pro¬ 
vision was made for singing the Pd-mdlai of the Nayamnar (i.e. the 
Devaram hymns) only in the shrine of the Mulasthana (No. 341). The 
prominence given to the Nataraja shrine in later inscriptions accoimts 
also for the disappearance of Chandesvara and the substitution, in 
his place of one of the temple committee. This change suggests the 
reason why at the present day, the Dlhshitas of Chidambaram have 
come to be the practical owners of the temple. In the time of Kulot¬ 
tuhga-Chola III the order of the king or of his officers which was writ¬ 
ten by his royal secretary {tirumandiradlai) was generally addressed 



128 TANDAVA LAKSANAM 

to the executive member of the temple assembly, the temple priests, 
the managing committee and the supervisors of the temple. 

A Vishnu Shrine in the Siva Temple at Chidambaram 

Within the enclosure of the Nataraja shrine, in the south-west cor¬ 
ner is the Vishnu temple called Tillai Govindaraja-perumal. In the 
Ndlayiraprahandham the same temple is referred to as Chitrakuta. 
Mr. Krishnaswami Ayyangar in his Ancient India (Chapter XII) gives 
a short account of this temple and states that a certain Kulottuhga- 
Chola who was a bigotted Saiva having thrown the image into the sea, 
the temple had fallen into disuse but was restored in the time of the 
Vijayanagara king Ramaraja. There seems to be some truth in the 
statement though the restoration mentioned, may not have taken place 
actually in the time of Ramaraja. No. 272 supplies the information 
that Achyutaraya ordered the image of Tillai Govindaraja-Perumal 
to be set up according to Vaikhanasa ritual. It may be inferred from 
this that prior to the reconsecration, the temple was neglected either 
on account of religious disputes among the Vaishnavas or owing to the 
bigotry of the Saiva manager of the Nataraja temple. 





4. Parsvanikuttakam (K. 49.) 


WOOD CUTS 


Fig. 142. 


5. Lalatatilakam (K. 50.) 


Fig. 138. 


Fig. 139. 


1. Vrischikarechitam (K. 46.) 


2. Vrischikam (K. 47). 


Fig. 143. 


6. Krantakam (K. 51.) 


Fig. 140. 


3. Vyamsitam (K. 48.) 







































9. Bhramarakam (K. 38.) 


10. Chaturam (K. 39.) 


Fig. 148. Fig. 149. 



11. Bhujaihganchitakam (K. 40). 12. Dan^akarechitam (K. 41.) 
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Fig. 150. Fig. 151. 



13. Vrischikakuttitam (K. 42.) 14. Katibhrantam (K. 43.) 


Fig. 152. 


Fig. 153. 



15. Latavrischikam (K. 44.) 16. Chhinna-Karanam (K. 45.) 


Fig. 154. Fig. 155. 



17. Padapaviddhakam (K. 30.) 18. Valitam (K. 31.) 
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19. Ghurnitam (K. 32.) 20. Lalitam (K. 33.) 



Fig. 158. Fig. 159. 



21. Dan^apaksham (K. 34.) 22. Bhujaihgatrastarechitam (K. 35.) 


Fig. 160. Fig. 161. 



23. Nupursim (K. 36.) 24. Vaisakharechitam (K. 37.) 
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Fig. 162. 


Fig. 163. 



25. Arddhasvastikam (K. 22.) 


26. Anchitam (K. 23.) 


Fig. 164. 


Fig. 165. 







29. (Ni) Kunchitam (K. 26.) 


30. Mattalli (K. 27.) 
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Fig. 168. Fig. 169. 



31. Arddhamattalli (K. 28.) 32. Rechitanikuttitam (K. 29.) 


Fig. 170. 


Fig. 171. 



33. Diksvastikam (K. 17.) 


34. Alatakam (K. 18.) 



Fig. 172. 


Fig. 173. 


35. (Katisamam) (K. 19.) 


36. Akshiptarechitam (K. 20.) 





























































































WOOD CUTS 


135 


Fig. 174. 


Fig. 175. 




37. Vikshiptakshiptakam (K. 21.) 


38. Katichchinnam (K. 11.) 


Fig. 176. 



liPfil 
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39. Arddharechitam (K. 12.) 


Fig. 178. 



41. Unmattam (K. 14.) 


Fig. 177. 



40. Vakshasvastikam (K. 13.) 


Fig. 179. 



42. Svastikam (K. 15.) 
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Fig. 180. Fig. 181. 



43. Prishthasvastikam (K. 16. ) 44. Talapushpaputam (K. 1.) 


Fig. 182. Fig. 183. 



45. Vartitam (K. 2.) 46. Valitoru (K. 3.) 




Fig. 184. 


48. Samanakham (K. 5.) 


47. Apaviddham (K. 4.) 


















































































WOOD CUTS 


137 


Fig. 186. 


49. Linam (K. 6.) 


Fig. 187. 



50. Svastikarechitam (K. 7.) 



Fig. 188. 


Fig. 189. 




51. Mandalasvastikam (K. 8.) 


52. Suchividdham (K. 78.) 



Fig. 190. 


53. (Harinaplutam) (K. 83.) 


Fig. 191. 


54. Atikrantam (K. 66.) 
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Fig. 192. 


Fig. 193. 





DO. VishnuXrantam (K. 100.) 





57. Dolapadcun (K. 60.) 


58. Vivrittam (K. 61.) 


Fig. 196. Fig 197 




















































64. Dan^padam (K. 82.) 
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Fig. 198. 


Fig. 199. 


61. Nagapasarpitam (K. 106.) 


62. Talasariisphdtitam (K. 69.) 


65. Nivesa-karanam (K. 96). 


66. Premkhohtam (K. 84.) 


Fig.. 202. 


Fig. 203. 


Fig. 200. 


63. (Vri) shabhakri^tam (K. 104.) 
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Fig. 204. 


Fig. 205. 
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67. Griddhravali (nakam) (K. 74.) 68. Nitamba-Karanam (K. 85.) 


Fig. 206. Fig. 207. 



69. (Lolitam) (K. 105.) 70. Skhalitam (K. 86.) 


Fig. 208. Fig. 209. 



71. (Sarpi)tam (K. 81.) 72. Vidyutbhrantam (K. 65.) 
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Fig. 210. Fig. 211. 



73. Sannatam (K. 75.) 74. Vivarttitakam (K. 67.) 



Fig. 213. 


76. Siihhavikrlditam (K. 89.) 


Fig. 212. 


75. Suchi (K. 76.) 


Fig. 214. 


77. Arggalam (K. 57.) 


Fig. 215. 



78. Uromandalikam (K. 54.) 
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Fig. 216. 


Fig. 217. 



80. Siriihakampitakam (K. 90) 



Fig.. 218. 


Fig. 219. 


82. (Manikakri^itam) (K. 97.) 


^8- 220. Fig. 221. 



83. Sambhrantam (K. 101.) 84. Janita (K. 94.) 
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Fig. 222. 


Fig. 223. 


85. Upasritakam (K. 92.) 


86. Parsvajanu (K. 73.) 




Fig. 224. 


Fig. 225. 



87. (Madaskhalitakam) (K. 99.) 


88. Vikshiptam (K. 58.) 



Fig. 226. 


Fig. 227. 



89. Udvrittam (K. 91.) 


90. 'Drudvrittam (K. 98.) 
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Fig. 228. 



91. (Akshiptam) (K. 55.) 


Fig. 229. 



92. Sakatasyam (K. 107.) 


Fig. 230. 



93. Gaihgavataranam (K. 108.) 



























A Schematic representation of the Pillars in the Eastern Gopuram containing 
the Karanas ntunbered according to the Madras Epigraphical Report. 



































APPENDIX C 
The Pictorial Appendix 



The Pictorial Appendix 


This Appendix has been added to show how some of the Dance 
Poses look in the original Sculptures. 




PLATE XLII 







Ardha Niku^ta (K. 10.) 









PLATE XLIV 




Fig. 236. Fig. 237. 

Svastika (K. 15.) Recita Nikutta (K. 29.) 








Bhujahgatrasta Recita (K. 35.) 











Fig- 242. Fig 243. 

Lata Vrscika (K. 44.) Kranta (K. 51.) 





PLATE XLVIII 



Vidyutbhranta (K. 65.) 



PLATE XLIX 




APPENDIX D 


Bharata’s Theatre. 



BHARATA’S THEATRE « 


The ancient Hindus appear to have been familiar with three types 
of theatre, the oblong (Vikrsta), the square (Caturasra) and the tri¬ 
angular (Tryasra). Each of these tjq)es had its superior (Uttama), 
middling (Madhyama) and inferior (Kaniyas) varieties. Of the nine 
possible classes of theatre, the Madhyama variety of the Vikr§ta type 
was the most popular, since, according to Bharata, it is eminently suited 
to the imperfect and limited capacities of human actors and actresses. 
The Uttama*’ or superior type, was, because of its colossal dimensions, 
considered fit only for supernatural beings with stentorian voices. 
Moreover the facial expressions of the actors were not easily discern¬ 
ible in the huge cavernous stage of the Uttama type. The triangular 
stage measuring 32 hand-lengths on each side was also unsuitable for 
men because of its diminutive size. Hence the oblong type measuring 
64 X 32 hand-lengths was considered the most suitable one for all practi¬ 
cal purposes. 

The plot of land whereon the theatre was to be built was selected 
with very great care. The soil was hard and level. It was cleared and 
ploughed up, and the foundation was laid in good solid brick. 

The entire play house was first divided into two equal apartments, 
each measuring 32 X 32 hand-lengths. The anterior apartment was the 
auditorium (Preksa Grha), and the posterior contained the stage and 
tbe green room. The posterior apartment was again divided into two 
rooms of equal dimensions, that one immediately in front of the audi¬ 
torium was the stage proper and that behind the stage was the make-up 
room (Nepadhya). The Ranga Sirsa' contained three low platforms. 


a. Bharata uses three expressions for the theatre, Natya Vesma, Nafya Grha 
and Natya Mandapa. 

b. The Uttama of the Vikrsta type measured 108 X 32 hand-lengths. A hand- 
length is equivalent to 24 inches and an inch to the length of eight barley grains 
placed side by side breadthwise. Considerable attention was devoted to the mea¬ 
suring tape. The tape should be made of cotton, vegetable fibre, balba or munja 
grass, and should be coated with some suitable white paint. Leather should on no 
account be used. A tape which snaps or drops from the hand of the artisan should 
be discarded. 

c. In describing the stage proper Bharata speaks of two compartments into 
which it is to be divided. Verse 84|1 in chapter II reads: 

Karyassailaguhdkaro dvibhumir natyaman^paha 
Abhinava Gupta experiences considerable difficulty in interpreting the expression 
' Dvibhiimi ’ in this line. 
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each 8 hand-lengths square and a hand-length and a half in height. The 
central platform called the Rahga Pitha (the stage dais) was the most 
important one, since it was consecrated to the worship of the deities. 
The Purva Rahga ritual worship was performed on this dais. On each 
side of the central platform there was a door way leading to the make¬ 
up room. The two extreme platforms were called Matta Varinis. An 
ornamental canopy was spread over the Ranga I^tha. The walls and 
panels of the stage were tastefully decorated with figures of men and 
women, creepers and animals. Dance poses were also carved on the 
walls and ceiling. 

The drop curtain was unknown in Bharata’s days. Its place was 
taken by loose hanging curtains of suitable dimensions which were 
pushed aside on the entry of the actors. The space round the Ranga 
Pitha was divided into several Kaksyas or zones representing all con¬ 
ceivable objects in the universe such as houses, cities, mountain ranges, 
pleasure gardens, parks, rivers, hermitages, forests, the seven oceans, 
the three worlds, etc. It is a matter for wonder how the ancients man¬ 
aged to represent such a staggering range of objects within a narrow 
space 16X32 hand-lengths. Probably conventionalisation had pro¬ 
gressed so far that when an actor stood in a particular part of the stage 
the audience unhesitatingly assumed that he was in the midst of a forest 
and when he stood in a different part he was believed to have been 
inside a pleasure garden and so forth. 

The dramatis personae retired by the same passage through which 
they entered the stage. Characters of the same rank entered or retired 
from the stage together; while in the case of those occupying different 
ranks, he who held a subordinate position followed the person of supe¬ 
rior status. The entry and exit of celestial beings was managed through 
mechanical contrivances. 

Open air theatres without any Preksa Grha also appear to have 
been popular in Bharata’s days. 


He says, ‘ Some are of opinion that the stage should consist of a ground floor and 
a gallery, others believe that it should have two enclosiires, an inner and an outer 
enclosure, a few hold the view that there should be a mandapa inside the stage, 
while there are others who give it as their considered opinion that the stage should 
never have two divisions. These support their conclusions with m unusual yet gramma¬ 
tically correct padavibhaga of the original verse into Kdryassailaguhdkara Advi- 
bhumimdft/amandopaha. But according to the great master (Abhinava Gupta’s 
teacher) Dvihhumi merely indicates two different floor levels of the stage, the 
part which contains the Rahga Pi^ha and the Matta Varinis being slightly higher 
than the front. \ ■, -v/....?. 



Fig. 248, 

The Plan of Range Ma^i^apa (according to Bharata) 

A. Prek^ Grha (The Auditorium) D 1 .D 2 . Matta Varini 

B. Rahga (liie Stage) E. Nepadhya (The Make-up Room) 

C. Ranga Pifha (The Dais) Fi. F 2 . Door-way 










PLATE L 


Fig. 249. 



a. Catura. b. Parivrtta. 


Fig. 250. 



a. Unmatta. b. Valita. 


Some Dance Poses inside the Temple. 



APPENDIX E 


The Fundamental Karmani (Actions). 




THE FUNDAMENTAL ACTIONS 

Abhinaya® is so called because it leads up to the main theme of the 
dance and suggests its idea to the audience. 

The four kinds of Abhinaya are : (1) Ahgika (relating to the 

body), (2) Vacika (relating to speech), (3) Aharya (relating to cos¬ 
tume and ornamentation) and (4) Sattvika (relating to the natural 
condition of man). 

The Sdtt'i}ika Bhdvas. 

(1) Sthambha (Fixity), (2) Sveda (sweating), (3) Romanca 
(horripilation), (4) Svara'bheda (change of voice), (5) Vepadhu 

(shaking), (6) Vaivarnya (blushing), (7) Asru (shedding tears), and 
(8) Pralaya (listless jaded stooping as in exhaustion). 

Three kinds of Ahgika. 

(1) Sarira (that which relates to the body), (2) Mukhaja (that 
which originates in the face) and (3) Cesta (that which is produced by 
the movements of the limbs). 

(Each of these has its own Angas and Upahgas). 

Ahgikas relate to the head, hand, waist, chest, side and leg, and 
Upahgikas to the eye, eye-brow, nose, lower lip, cheek and chin. 
Mukhabhinaya (abhinaya of the face) is the index of Rasa. 

Thirteen movements of the Head. 

(1) Akampita—shaking the head up and down (usage i** making 
a sign, direct perception or recognition, questioning, natural conversa¬ 
tion, faultlessness and innocence), 

(2) Kampita—vigorous shaking up and down—(impassioned feel¬ 
ing or provocation, doubt, affirmation, threatening, question and boast¬ 
ful expression). 


a The word Abhinaya is formed by prefixing the particle ahhi to the root 
«i which means ‘to enable one to reach’. The root ni becomes naya when it is 
conjugated. The word nayana (eye) is derived from the same root, the eye is the 

organ which enables one to reach any object. ... 

b. The usage of each action is indicated within brackets. , , , . : , 
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(3) Dhuta—whirling the head slowly—(unwillingness, distress, 
amazement, side looks, vacancy and prohibition). 

(4) Vidhuta—whirling the head rapidly—(catching cold, fright, 
drunkenness, feverishness and intoxication). 

(5) Parivahita—moving the head from one side to the other— 
(Sadhana, amazement, joy, remembrance, anger, anxiety, sorrow, and 
sportiveness). 

(6) Adhuta—lifting up the head obliquely, and keeping it in that 
position—(pride, desire, side looks and self adulation). 

(7) Avadhuta—lowering the head once in Adhuta—(message, in¬ 
vitation, conversation, narration and making a sign). 

(8) Ancita—bending the head slightly to one side—(diseased con¬ 
dition, swooning, intoxication, sorrow and anxiety). 

(9) Nihancita—elevating the shoulder—^head slightly and making 
the head touch it, and arching the eye brows at the same time. This is 
performed by women. (Affectation of indifference towards the desired 
object, silent involuntary expression of affection for an absent lover, 
affected repulse of a lover’s endearments, self-restraint, suppression of 
feeling and dignity). 

(10) Paravrtta—turning the head to a side—(turning away and 
looking back). 

(11) Utksepta—keeping the head raise up—(high and divine 
matters). 

(12) Adhogata—bending or hanging the head down—(shame, shy¬ 
ness, obeisance and sorrow). 

(13) Lolita—^moving the head all round—(swooning, disease, intoxi¬ 
cation, demoniacal excitement). 

(14) Prakrta—natural pose of the head—(auspicious objects, read¬ 
ings and thinking). 

Thirty-six kinds of Glance. 

Rasa Drsti. — (1) Kanta (pleasing), (2) Bhayanaka (fearful), 
(3) Hasya (frolicsome), (4) Karuna (merciful), (5) Adbhuta 
(amazed), (6) Raudra (raging), (7) Vira (heroic), (8) BIbhatsa (re¬ 
volting). ■ .. ^ 
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Sthdyi Drsti. — (9) Snigdha (friendly), (10) Hr§ta (hilarious), 
(11) Dina (mild and lowly), (12) Kruddha (angry), (13) Drpta 
(proud), (14) Bhayanvita (affected by fear). (15) Jugupsita(anxious), 
(16) Vismata (amazed). 

Sancdri Drsti. — (17) Sunya (vacant), (18) Malina (soiled), 
(19) Sranta (tired), (20) Lajjanvita (bashful), (21) Glana (Languid), 
(22) Sahkita (doubting or suspecting), (23) Vi?anna (heavy with 
grief), (24) Mukula (closed), (25) Kuncita (bent down), (26) Abhi- 
tapta (extremely distressed), (27) Jihma (crooked), (28) Salilata (mel¬ 
lowed), (29) Vitarkita (doubting), (30) Ardha Mukala (half closed), 
(31) Vibhranta (astounded), (32) Vipluta (confused), (33) Akekara 
(eye-ball repeatedly rolled), (34) Visoka (free from grief), (35) Trsta 
(Trembling) and (36) Madira (intoxicated) 

Eight kinds of looks (Darsanas). 

1. Sama (steady looks), 2. Saci (looking through the eye lashes), 
3 Anuvrtta (look of configuration and identification), 4. Alokita (sur¬ 
prised look), 5. Pralokita (looking side ways), 6. Vilokita (looking 
back), 7. UUokita (looking up) and 8. Avalokita (looking downwards). 

Nine movements of the Eye-Ball. 

1. Bhramapa (moving the eye-balls round and round), 2. Valana 
(twisting, three cornered movement of the eye-ball indicating kindness, 
mercy, etc.), 3. Fata (drooping), 4. Calana (restless movement), 
5. Sampravesa (drawing the eye-ball in), 6. Vivartana (looking ask¬ 
ance) , 7. Samudvrtta (raising the eyes and looking upwards), 8. Nis- 
krama (going out) and 9. Prakrta (natural look). 

Nine movements of the Eyelids (Puta). 

1. Unmesa (opening the eyelids), 2. Nimesa (closing the eyelids), 
3. Prasrta (opening of the eyelids wide), 4. Kuncita (lowering the eye¬ 
lids slightly), 5. Sama (natural position of the lids), 6. Vivartita (lifting 
up the eyelids), 7. Sphurita (shaking the lids), 8. Pihita (closing the 
lids tight) and 9. Savitadita (injured eye) 

Seven movements of the eyebrows (Bhf). 

(The movements of the eyebrows should accord with those of the 
eye-balls and lids.) 

1. Utk§epta (raising the lids), 2. Patana (lowering the lids), 3. Bhp- 
ku(i (knitting the brows and raising them), 4. Catura (expanding the 
eyebrows), 5. Kuncita (bending the brows), 6. Recita (graceful lifting 
up of one of the brows) and 7. Sahaja (natural pose of the brows). 
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Six movements oj the Nose (Ndsa). 

1. Nata (closing the nostrils), 2. Manda (concealed), 3. Vikrsta 
(opening the nostrils wide), 4. Socchvasa (taking a deep breath), 
5. Vikumta (twisting the nose to a side as in disapproval or jealousy) 
and 6. Svabhavika (natural pose of the brows). 

Six movements of the cheek (Ganda) region. 

1. Ksama (downcast), 2. Phulla (fully expanded), 3. Ghurna 
(stretched and extended), 4. Kampita (shaken), 5. Kuncita (con¬ 
tracted) and 6. Sama (natural). 

Six movements of the Lower Lip (Adhara). 

1. Vivartana (leering), 2. Kampana (shaking), 3. Visarga (spout¬ 
ing), 4. Viniguhana (folding in), 5. Samdasta (biting the lip with the 
teeth) and 6. Samudga (natural position). 

Six movements of the Chin (Cihuka). 

1. Kuttana (gnashing the teeth), 2. Khandana (knocking the 
lower against the upper row of teeth), 3. Chinna (setting the teeth 
hard), 4. Cukkita (opening wide), 5. Lehita (licking), and 6. Sama 
(natural position). 

Six movements of the Mouth (Asya). 

1. Vinivrtta (wide open), 2. Vidhuta (obliquely stretched), 3. Nir- 
bhugna (downcast), 4. Bhugna (extended side ways), 5. Vivrtta 
(opened with lips apart) and 6. Udvahi (opened upwards). 

Four Actions of the Face (Mukhaja). 

1.- Svabhavika (natural condition), 2. Prasanna (as in surprise, 
admiration and merriment), 3. Rakta (reddened face, as in rage, valour, 
intoxication) and 4. Syama (as in tumultuous and violent situations). 

Nine movements of the Neck (Griva) 

1. Sama (natural), 2. Nata (bent down), 3. Unnata (lifted up), 
4. Tryasra (inclined to a side), 5. Recita (rapidly whirled), 6. Kuncita 
(slightly bent), 7. Ahcita (inclined to a side and stretched), 8. Valita 
(turned toward the side) and 9. Vivftta (facing another person). 

Movements of the Hand. 

The two major types of hand actions are 1. Asamyuta Hasta 
(single-hand action) and 2. Samyuta Hasta (double-hand action). 
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Twenty-four Asamyuta Hastas. 

1. Pataka (Flag), 2. Tripataka (Three fingers stretched up in 
Pataka), 3. Kartari Mukha (Scissor—faced), 4. Ardha Candra (Half¬ 
moon), 5. Arala (crooked), 6. Sukatunda (Parrot beak), 7. Musti 
(Fist), 8. Sikhara (Crest), 9. Kapiddha (Wood Apple), 10. Khataka 
Mukha (Crab-faced), 11. Sucyasya (Needle-faced), 12. Padma K5sa 
(Lotus sheath), 13. Sarpa Sira (Serpent Head), 14. Mrga Sirsa (Deer 
head), 15. Kahgula or Langula (Flower plucking), 16 Alapadma (Shak¬ 
ing lotus), 17 Catura (Four fingered), 18. Bhramara (Bee), 19. Hams- 
asya (Swan faced), 20. Hamsa Paksa (Swan side), 21. Samdamsa 
(Tongs), 22. Mukula (Bud), 23. Urnanabha (Spider), 24. Tamra Cuda 
(Cock’s comb). 

Thirteen Samyuta Hastas. 

1. Afijali (Salutation), 2. Kapota (Pigeon), 3. Karkata (Crab), 
4. Savastika (x marked), 5. Khataka Vardhamana (Closed Fist), 6. Ut- 
sanga, 7. Nisada (Impregnable), 8, Dola (Swing), 9. Puspaputa 

(Flower Basin), 10. Makara (Crocodile), 11. Gajadanta (Elephant’s 
tusk), 12. Avahiddha (Piercing) and 13. Vardhamana (Widening). 

Classification of Hastas according to Rasa, Bhdva and Akrti. 

1. Utkarsa (exuberant), 2. Vikarsa (pulling asunder), 3. Vyakar§a 
(attracting), 4. Parigraha (receiving), 5. Nigraha- (abstaining), 
6. Ahvana (inviting), 7. Todana (whipping or goading), 8. Samslesa 
(embracing), 9. Viyoga (separating), 10. Raksana (protecting), 
11. Moksana (releasing), 12. Viksepa (throwing down), 13. Dhunana 
(shaking), 14. Visarga (rejecting), 15. Tarjana (threatening), 16. Che- 
dana (cutting), 17. Bhedana (splitting), 18. Sphatana (breaking), 
19. Motana (crushing), and 20. Tadana (beating). 

(While indicating precious objects (such as gold) the action should 
be performed in the region of the fore-head; while denoting objects of 
ordinary value the action should be performed in the region of the 
chest; objects of little or no value should be signified by actions point¬ 
ing downwards). 

i 

Four Fundamental Karanas. 

1. Avestita, 2. Udvestita, 3. Vyavarta and 4. Parivarta. (These 
are defined in the Glossary). 

Five Chest movements. 

1. Abhugna, 2, Nirbhugna, 3. Prakampita, 4, Udvahita and 
5. Sama. 
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Five Side (Pdrsva) Movements. 

1. Nata, 2. Unnata, 3. Prasarita, 4. Vivarta and 5. Apasrta. 

Three Belly (Udara) Movements. 

1. Ksama, 2. Khalva and 3. Purna. 

Five Waist (Kati) Movements. 

1. Chinna, 2. Nivrtta, 3. Recita, 4. Kampita and 5. Udvahita. 

Five Thigh (Uru) Movements. 

1. Kampana, 2. Valana, 3. Sthambana, 4. Udvartana and 5 Vi- 
vartana. 

Five Calf (Jahgha) Movements. 

1. Avarta, 2. Nata, 3. Ksipta, 4. Udvahita and 5. Parivartita. 

Five Movements of the Foot (Pdda). 

1. Udghattita, 2. Sama, 3. Agra Tala Sancara, 4. Ancita and 
5. Kuncita. 

Cari. 

The harmonised and co-ordinated actions of the foot, calf, thigh 
and waist are known as Caris. 

Vyayama appears to be a term used to indicate the co-ordination 
of several actions culminating in a C^i. 

iUl actions with one leg are called Caris. A movement in which 
both legs are engaged is called a Kramana. Three Kramanas make a 
Khanda, and (three or) four Khandas a Mandala. 

There is no dance without C^i actions. 

Two types of Cari. 

1. Bhaumya (performed on the ground) and 2. Akasika (performed 
above the ground). 


Sixteen Bhaumya Caris 

real: LS 

Maltam Apasyantfta. 15 . Utearita 
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Sixteen Akdsika Caris. 

1. Atikranta, 2. Apakranta, 3. Parsvakranta, 4. tjrdhvajariu, 
5. Suci, 6. Nupura, 7. Dola Pada, 8. Aksipta, 9. Aviddha, 10. Udvytta, 
11. Vidyutbhranta, 12. Alata, 13. Bhujangatrasita, 14. Mrgapluta (of 
Harinapluta), 15. Danda and 16. Bhramara. 

(Cari and Maha Cari: Caris expressing Srngara are simple Caris 
while those expressing Raudra are known as Maha Caris). 

Six Sthanakas. 

1. Vaisnava, 2. Sama Pada, 3. Vai^kha, 4. Mandala, 5. Pratya- 
lidha and 6. Alidha. 

Ten Akdsika Mandalas. 

1. Atikranta, 2. Vicitra, 3. Lalita Sancara, 4. Suci Viddha, 5. Danda 
Pada, Vihrta, 7. Alataka, 8. Varna Viddha, 9. SalUata and 
10. Kranta. 

The Ten Bhaumya Mandalas. 

1. Bhramara, 2. Askandita, 3. Avarta, 4. Samotsarita, 5. E<Ja- 
krldita, 6. Addita, 7. Sakatasya, 8. Adhyardha, 9. Pi^takutta and 
10. Ca§a Gati. 





APPENDIX F 

Notes on Jarjara £Uid Pindi Bandha. 





JARJARA 


The technical meaning of jarjara as used in Indian dramaturgy 
has to be gathered from the first and the third chapters of Bharata 
Ndtya Sdstra. 

Bharata, after receiving the Ndtya Sdstra from Brahma, requested 
the great God to tell him when and how this newly acquired art should 
be exhibited. Thereupon Caturmukha (Four-faced God Brahma) told 
our great Muni that the grand worship of the Flag Staff of Indra (the 
Chief of the Celestials) was going on, and that he might arrange for the 
performance of Dancing in connection with that worship. 

In obedience to Brahma’s orders, Bharata began the preliminary 
rites, and while he was half way through he found to his dismay that he 
and his troupe were held spell bound by the magic incantations of the 
Titans, who were also present at the Flag Festival, and who realised that 
Bharata’s performance would prove ruinous to them. At this juncture 
Indra, perceiving the cause of mischief, came to Bharata’s rescue. Taking 
hold of his own Dhvaja (Flag Staff) he smashed the Titans and lifted 
the spell. In commemoration of this incident the Gods present at the 
function ruled that thereafter all preliminary rites performed to ward 
off evil influences on the stage should be called Jarjara. 

{Jarjara literally means old, decayed and decrepit. Indra’s banner 
is called Jarjara and the mighty deed of dismembering the villainous 
Titans, which Indra accomplished with his own flag staff, is also known 
as Jarjara.) 


PINDI BANDHA 

The term Pindi is explained in a long note in the commentary. The 
word literally means the cavity in the plinth of an idol into which the 
latter’s lower portion fits snugly for stability. The connotation of the 
expression seems to have expanded through successive stages until in 
the end it came to embrace such abstract concepts as the ‘ prime attri¬ 
bute ’, ‘ the root cause ’, etc. 

Piydi Bandha meant at first the concrete s 3 TObol which was created 
in the course of a Deity’s dance, (for e.g. the ecstatic dance of Siva), 
and thereafter came to be associated with and to signify that Deity. 
We may cite here as an example the Lihga. This form was created by 
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Siva when he danced his impassioned Ahgaharas, and it emphasises the 
unified masculine-feminine nature of the Supreme God-head. Siva is 
formless, and the Lihga which is the nearest approach to the formless¬ 
ness of a concrete symbol, represents His masculine aspect, and the 
pedestal which receives this Lihga represents the feminine aspect. 

Pindi may also mean the Ahgaharas and Karanas introduced in the 
dance to signify a particular Deity. The meaning now expands to in¬ 
clude the consort, the Vahana, and the Weapon, and other implements 
of that Deity. 

Pindi also means the favourite Karana of a Deity with which he 
is appeased, isvari for example is pleased when Talapuspaputa is 
danced ; isvara is propitiated by Nisumbhita. 

Whenever any Deity is to be indicated the dances appropriate to 
his nature are to be performed. In the intervals between one such 
dance and another the dances appropriate to his Hindis are to be danced. 

Finally Pindi appears to stand for any characteristic attribute of a 
Deity. (For example, personal beauty for Laksmi, continuous flow for 

Gahga, etc.) 





APPENDIX G 
Contents of the Natya Sdstra 





CONTENTS OF THE NATYA SASTRA 


Chapter 

I. The Celestial Origin of Natya. 

II. The Stage and its Apartments. 

III. The Purva Rahga Rites (rites preliminary to the perform¬ 

ance of a drama). 

IV. The Definitions of Karanas, Ahgaharas and Recakas, and 

certain general directions relating to the musical accom¬ 
paniments of the dance. 

V. Purva Rahga. 

VI. Rasa (Aesthetic essence). 

VII. Varieties of Bhava (Ideas and their expressions) 

VIII. The Fundamental actions of the Head and its Upahgas. 

IX. The Fundamental actions of the body and its limbs (other 
than the head). 

X. Caris and Sthanakas. 

XI. Mandalas. 

XII. Gatis. 

XIII. The stage and its divisions. 

XIV. Vak Abhinaya (how letters should be pronoiuiced and 

rules relating to Prosody.) 

XV. Metre. 

XVI. Rules relating to Elocution (Samskrit) and to Poetic Com¬ 
position. 

XVII. Rules relating to Elocution (Prakrt). 

XVIII. Nataka and Alahkara. 

XIX. The Five Sandhis—Mukham, Pratimukham, Garbham, Vimar- 

sam and Nirvanam. 

XX. Vrttis—Bharati, Sattvati, Kaisikhi and Arabhati. 

XXI. Aharya Abhinaya (The make up of the Dancer). 
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XXII. Samanya Abhinaya (General rules relating to Dancing) 
Sattvika Abhinaya. 

XXIII. The Selection of Actors and Actresses. 

XXIV. Types of Heroes and Heroines. Minor characters in the 
Drama. 

XXV. Citrabhinaya. (Certain extra-ordinary poses not dealt with 
in any other chapter). 

XXVI. Natural and assumed actions. 

XXVII. Siddhi—The fruits of Abhinaya. 

XXVIII. The Four kinds of musical instrmnents (Stringed instru¬ 
ments, Drums, Cymbals, and Wind Instruments). 

XXIX. Orchestra, Chorus and Concert. 

XXX. Wind Instruments. 

XXXI. Timing in Music. 

XXXII. Musical Compositions. 

XXXIII. Gupas of Songsters and Songstresses. 

XXXIV. Drums. 

XXXV. A Further Discussion of the Topics dealt with in Chapters 
XXIII & XXIV. Selection of Celestial Damsels for the 
cast. 


XXXVI. Purva Rahga again. 

The spread of Natya among mortals. 





APPENDIX H. 

Some Ancient Authors and Treatises on Dancing 






SOME ANCIENT AUTHORITIES ON NATYA 

1. Sadasiva, 2. Siva, 3. Brahma, 4. Bharata, 5. Kasyapa, 6. Matahga, 
7. Yastika, 8. Durga Devi,, 9. Sardula, 10. Kohala, 11. Visakha, 12. 
Dattila, 13. Kambala, 14. Asvaka, 15. Vayu, 16. Visvavasu, 17. Rambha, 
18. Nafada, 19. Arjuna, 20. Tumburu, 21. Anjaneya, 22. Matrgupta, 23. 
Havana, 24. Nandikesvara, 25. Svati, 26. Guna, 27. Devaraja, 28. Ksetra 
Raja, 29. Rudra Sena, 30. Bhojabhuvallabha, 31. Paramardhi, 32. 
Somesa, 33. Jagadeka, 34. Mahapati, 35. Vyakhyakara, 36. Bharatiya, 
37. Kirtidhara, etc. 

SOME ANCIENT TREATISES ON NATYA 

1. Kohaliya, 2. Arjuniya, 3. Sbmanadhiya, 4. Svararatnavali, 5. 
Kalaratnakara, 6. Sahitya Darpana, 7. Haripaliya Sahiti, 8. Srngaratila'ka, 
9. Rasamahjari, 10. Sangitasarvasva, 11. Rasakalika, 12. Barhaspatya, 
13. Marutya, 14. Sahitya Candrbdaya, 15. Nandikesa, 16. Sahgita- 
cudamani, 17. Sahgadeva, 18. Sahgita Suryddaya, 19. Dattila, etc. 


REFERENCES. 


(This list is in no sense complete. Only the books used in the 
compilation of Tdvdava Laksanam are mentioned here.) 


Coomarasawmy, Aanada, K. 

Fergusson, J. 

Gopinatha Rao, T. A. 

Gowen 

Havell 

Jagadisa Ayyar, P. V. 
Keith, A. B. 

V 

Macdonnell 

Masson-Oursel 

Rosenthal 

Weber 

Yagnik, R. K. 


; The Dance of Siva. 

: The Mirror of Gesture. 

: History of Indian and Eastern Archi¬ 
tecture, 2 Vols. 

: Elements of Hindu Iconography, 4 vols. 

; History of Indian Literature 
: The Ideals of Indian Art. 

: South Indian Shrines. 

: Classical Sanskrit Literature. 

: History of Sanskrit Literature. 

; Sanskrit Drama. 

: Religion and Philosophy of the Vedas. 
: History of Sanskrit Literature. 

: India’s Past. 

: Ancient India and Indian Civilisation. 
: Indian Music and Its Instruments. 

: History of Indian Literature. 

: The Indian Theatre. 


Bharata Kalpa Lata Manjari (Telugu). 

Bharata Ndtya Sastra (Samskrit), Gaekwad’s Oriental Series, 

Baroda, 2 Vols. 

Bharata Nafya Sastra (Do.) Caukambha Edition, Benares. 

Bharata Ndtya Sdstra (Do.), Nimayasagara Edition, Poona. 

Bharata Ndtya Sdstra (Telugu) by Sitarama Sastri, Rajahmundry. 

Nah^keSvara’s Abhinaya Darpanam (Sanskrit), Edited by M. 

Ghosh, Calcutta. 

Nah^ikeSvara’s Ahina/ya Darpanam (Telugu), Madras. 

Umapathi Sivacarya : Koil Purdiiam (Tamil). 



SPECIAL INDEX OF KARANAS AND ANGAHARAS 


Title of Karana or 
Angahara 


No. of Karana or 
Angahara 


No. of Verse or Verses 
in Chap. II. 


Acchurita. 

A. 

28. 

238—239 

Akgipta 

K. 

55. 

116. 

Aksipta. 

A. 

5. 

184/2—186/1. 

Aksipta Recita. 

K. 

20. 

81. 

Aksipta Recita 

A. 

29. 

240—242. 

Ala taka 

K. 

18. 

79. 

Alataka. 

A. 

22. 

225/2—227/1. 

Alidha 

A. 

26. 

233/2—235/1. 

Ancita. 

K. 

23. 

84. 

Apakranta. 

K. 

79. 

140. 

Aparajita 

A. 

8. 

191/2—194/1. 

Apasarpita 

A. 

31. 

246—247. 

Apaviddha 

K. 

4. 

64. 

Apaviddha. 

A. 

4. 

182/2—184/1. 

Ardha Mattalli. 

K. 

28. 

89. 

Ardha Nikutta. 

K. 

10. 

70. 

Ardha Nikut^ 

A. 

32. 

248—249i 

Ardha Recita. 

K. 

12. 

73. 

Ardha Suci. 

K. 

77. 

138. 

Ardha Svastika. 

K. 

22. 

83. 

Argala. 

K. 

57. 

118. 

Atikranta. 

K. 

66. 

127. 

Avarta. 

K. 

59. 

120. 

Avahiddha. 

K. 

95. 

156. 

Bhramara. 

K. 

38. 

99. 

Bhramara 

A. 

14. 

206/2—208/1. 

Bhujangancita. 

K. 

40. 

101. 

Bhujahgatrasita. 

K. 

24. 

85. 

Bhujahgatrasta Recita. 

K. 

35. 

96. 

Cakramandala 

K. 

53. 

114. 

Catura. 

K. 

39. 

100. 

Chinna. 

K. 

45. 

106. 

Dandaka Recita. 

K. 

41. 

102. 

Danda Pada. 

K. 

82. 

143. 

Dandapaksa. 

K. 

34. 

95. 

Dola Pada. 

K. 

60. 

121. 

Diksvastika. 

K. 

17. 

78. 

Elakakridita. 

K. 

97. 

158. . 

Gajakridita. 

K. 

68. 

129. 

Ganda Shci. 

K. 

71. 

132. 

Gahgavatarana. 

K. 

108. 

169. 

Garudaplutaka. 

K. 

70. 

131 

Gati Mandala 

‘ A. 

17. 

212/2—214/1. 

Ghumita. 

K. 

32. 

93. 

Grdhravalinaka. 

K. 

74. 

135. 
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TANDAVA LAKSANAM 


Title of Karaija 
Angahara 

Harinapluta. 

Janita, 

Karihasta. 

Katibhranta. 

Katicchinna. 

Kati Sama. 

Kranta. 

Kiincita. 

Lalata Tilaka. 
Lalita. 

Lata Vrscika. 

Lina. 

Lolita. 

Madaskhalita. 

Madavilasita. 

Mandala Svastika. 

Mattikrida 

Mattalli. 

Mattaskhalita 

Mayuralalita. 

Nagapasarpita. 

Nikuncita. 

Nikutta. 

Nisvimbhita. 

Nitamba. 

Niveia. 

Nupura. 

Padapaviddha. 

Paravrtta 

Paricchinna 

Parivrtta. 

Parivrtta Recita 

Parsvaccheda 

Parsvajanu. 

Parsva Krapta. 

Parsva Nikutta. 

Parsva Svastika 

Paryasta 

Parasarpita. 

Prenkholita. 

Prsta Svastika. 
Recita 

Recita Nikutta. 

Sakatasya. 

Samanakha. 

Sambhranta. 

Sambhranta. 

Sannata. 

Sarpita 

Sin^karsita. 


or No. of Karana or 
Angahara 


K. 

83. 

K. 

94. 

K. 

87. 

K. 

43. 

K. 

11. 

K. 

19. 

K. 

51. 

K. 

52. 

K. 

50. 

K. 

33. 

K. 

44. 

K. 

6. 

K. : 

105. 

K. 

99. 

A. 

16. 

K. 

8. 

A. 

10. 

K. 

27. 

A. 

15. 

K. 

80. 

K. 

106. 

K. 

26. 

K. 

9. 

K. 

64. 

K. 

85. 

K. 

96. 

K. 

36. 

K. 

30. 

A. 

21. 

A. 

18. 

K. 

72. 

A. 

19. 

A. 

23. 

K. 

73. 

K. 

63. 

K. 

49. 

A. 

12. 

A. 

2. 

K. 

88. 

K. 

84. 

K. 

16. 

A. 

27. 

K. 

29. 

K. 

107. 

K. 

5. 

K. 

101. 

A. 

30. 

K. 

75. 

K. 

81. 

K. 

90. 


No. of Verse or Verses 
in Chap. II. 

144. 

155. 

148. 

104 

71. 

80. 

112 . 

113. 

111 . 

94. 

105. 

66 . 

166. 

160. 

210 / 2 — 212 / 1 , 

68 . 

196/2—199/1. 

88 

208/2—210/1. 

141. 

167. 

87. 

69. 

125. 

146. 

157. 

97. 

91. 

223/2—225/1. 

214/2—216/1. 

133. 

216/2—220/1. 

227/2—229/1. 

134. 

124. 

110 . 

201/2—204/1. 
178/—180/1. 

149. 

145. 

77. 

235/2—237. 

90. 

168. 

65. 

162. 

243—245. 

136. 

142. 

15L 
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Title of Karana or No. of Karana or No. of Verse or Verses 


Angahara 

Angahara 

in Chap. II. 

Siinhavikridi^. 

K. 

89. 

150. 

Skhalita. 

K. 

86. 

147 

Sthira Hasta 

A. 

1. 

175—177. 

Suci. 

K. 

76. 

137. 

Suci Viddha 

K. 

78. 

139. 

Sucividdha. 

A. 

3. 

180/2—182/1. 

Svastika. 

K. 

15. 

76. 

Svastika Recita. 

K. 

7. 

67 

Svastika Recita 

A. 

11. 

199/2—201/1. 

Talasamsphotita. 

K. 

69. 

130. 

Talasanghattita. 

K. 

93. 

154. 

Talapuspaputa. 

K. 

1. 

61. 

Talavilasita. 

K. 

56. 

117. 

Udghattita 

K. 

103. 

164. 

Udghattita. 

A. 

6. 

186/2—188/1. 

Udvrtta 

K. 

91. 

152. 

Udvrtta. 

A. 

25. 

231/2—233/1. 

Unmatta. 

K. 

14. 

75. 

UpaMa 

K. 

92. 

153. 

Urdhva Janu. 

K. 

25. 

86. 

Uromandala. 

K. 

54. 

115. 

tirudvrtta. 

K. 

98. 

159. 

Vaisakha Recita. 

K. 

37. 

98. 

Vaisakha Recita 

A. 

20. 

220/2—223/1. 

Vaksa Svastika. 

K. 

13. 

74. 

Valita. 

K. 

31. 

92. 

Valitoruka. 

K. 

3. 

63. 

Vartita. 

K. 

2. 

62. 

Vidyutbhranta 

K. 

65. 

126. 

Vidyutbhranta. 

A. 

24. 

229/2—231/1. 

Viksipta. 

K. 

58. 

119. 

Vik§iptak§ipta. 

K. 

21. 

82. 

Vinivrtta. 

K. 

62. 

123. 

Viskambha 

K. 

102. 

163. 

Viskambha. 

A. 

7. 

188/2—191/1. 

Viskambhapasrta 

A. 

9. 

194/2—196/1. 

Visnukranta. 

K. 

100. 

161. 

Vivartita. 

K. 

67. 

128. 

Vivrtta. 

K. 

61. 

122. 

Vreabhakri^ta. 

K. 

104. 

165. 

Vrecika. 

K. 

47. 

108 

Vrscika Kuttita. 

K. 

42. 

103. 

Vrecikapasrta 

A. 

13. 

204/2—206/1. 

VpScika Recita. 

K. 

46. 

107. 

Vyamsita. 

K. 

48. 

109. 



GENERAL INDEX 


Abhinava Guptacarya : 

His coimnentary on Natya Sastra, 
etc., 3-4. 

Abhinaya or Dance: 

Reference in Vedas, 1-2. 

Siva Nataraja’s, 11-12. 

Definition and division of, 13, 
157-162. 

Requisites of an actor or actress, 
14-15. 

Lasya and Tandava, 16. 

Time suitable for, 62-63. 

Amara ; 

His definition of Angahara, 15. 
Angaharas : 

Difference between Karanas and 
Angaharas, 15. 

Definition of, 15-16, 50-56. 
Number of, 19. 

Bharata Muni: 

Author of Natya Sastra, 2-3. 

His Natya Sastra, 3-14. 

His idea of a theatre, 151. 
Chidambaram Temple : 

Origin ; 

Tradition and Legend, 6-8. 
Historical evidence, 8-9. 
Gopurams : 

Description of, 9. 

Sculptures in, 9-10. 

Inscriptions in, 10. 

Five Halls of, 8. 

General description of, 126-128. 
Jarjara and Purva Rahga : 

Origin, 5, 18. 

Description of, 12, 167. 

Kali: 

Legend relating to the Dance 
between Siva Na^araja and 
Kali, 8. 


Karanas: 

Description of, 9-10. 

Definition of, 15-16, 21-49. 
Number of, 20-21. 

Music : 

Its place in Dance, 58. 

Asarita and Mahagita, 18. 

Time suitable for, in Dance, 
Natya Sastra : 

Origin, 1, 4, 12. 

Author, 2. 

Date of composition—external 
and internal evidence, 2-3 
Commentary on, 3. 

Contents of, 4. 

Cause for degeneracy of Dance, 

6 . 

Position of different actors and 
actresses, 10. 

Difference between Natya and 
Nrtta, 14. 

Patanjali: 

His place in Siva 'Nataraja’s 
Dance, 7. 

Pindi: 

Meaning of, 60, 167-168. 

Kinds of, 60. 

Recaka : 

Definition and number of, 57-58, 
77-78. 

Theatre : 

Types and kinds of, 151. 
Description of, 151-152. 

Vadya or Instruments for 
Music : 

Kinds of, 59, 61. 

Time suitable for playing on in¬ 
struments in a dance, 59-61. 
Vyaghrapada : 

His part in the Siva Nataraja 
Dance, 6-7. 



